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HOW TO USE THIS COURSE

Read this page. It is the shortest chapter and the one that decides whether the other twenty-nine work.

The problem this course solves

Most English learners in the United States are stuck in a strange place. They can read a contract, pass a written
test, and follow alecture — and then freeze in a hallway conversation. Meanwhile, many fluent native speakers
can talk all day and still cannot read a poem, build a paragraph that holds an argument, or explain why one
sentence lands and another dies. These look like two different problems. They are one problem: an incomplete
model of how English carries meaning.

Speech, writing, and literature are not three subjects. They are three pressures applied to the same material.
Sound carries emotion. Syntax carries logic. Metaphor carries what neither can say directly. A person who
understands all three does not merely know English; they can use it — in a job interview, in an essay, in an
argument, in a eulogy.

Who this course is for

Non-native speaker sliving, studying, or working in the United States who have grammar but lack
fluency, accent control, and cultural range.

Native speaker s who want the literary and rhetorical training that most schooling skips: close reading,
prosody, style, and critical argument.

Students preparing for AP English, SAT/ACT reading and writing, GED, TOEFL, IELTS, or afirst college
literature course.

Professionals who must speak in meetings, write clearly under deadline, and be taken seriously by people
who judge quickly.

Teachers and tutorswho need aready sequence with drills and an answer key.

How the six parts fit together

Part What it builds Why it comes here

I. The Architecture of English Sound, grammar, and word system Y ou cannot fix what you cannot describe.

I1. Spoken English Fluency, accent, conversation, Speech is where the sound system becomes a
professional speech life.

[11. Writing Sentence, paragraph, style, practical  Writing is speech slowed down and made
documents accountable.

IV. Reading Literature Close reading, devices, poetry, Literature is the laboratory of the language.

fiction, drama



Part What it builds Why it comes here

V. The Literary Tradition British and American maps, Context turns reading into judgement.
criticism, the analytical essay

V1. Practice and Mastery 12-week program, drills, answer Knowledge without repetition decaysinside a
key, reference month.

The three-pass method

Do not read this book once, front to back. Use three passes.

1. Orientation pass (oneweek). Read every chapter opening and every boxed summary. Skip the drills.
Goal: build a map so nothing later feels foreign.

2. Working pass (twelve weeks). Follow the program in Chapter 26. One chapter cluster per week, with the
matching drills from Chapter 27, checked against the key in Chapter 28. Speak aloud every single day, even
for six minutes.

3. Reference pass (forever). Return to individual chapters when a specific need appears — an interview, an
essay, a poem you cannot crack.

THE ONE RULE THAT DECIDES YOUR RESULT

Output beforeinput. Most learners consume English — videos, articles, podcasts — and wait to feel ready.
Readiness never arrives. Fluency is built by producing language under mild difficulty: speaking before you are
comfortable, writing before the idea is perfect, reading aloud before your accent is clean. Consumption tunes
recognition. Only production builds retrieval. If you take one thing from this course, take this: speak and write
daily, badly, on purpose.

What you need

* A recording device (any phone). Y ou cannot hear your own accent in real time; you can only hear it on
playback.

* A notebook, physical or digital, split into four sections: Sounds, Phrases, Sentences | admire, Words | lost.

* Twenty-five focused minutes aday. Not two hours on Sunday. The nervous system builds speech through
freguency, not volume.

* Accessto public-domain texts (Project Gutenberg, Poetry Foundation, LibriVox for audio). Every literary
work discussed in this courseisfree.

Notation used throughout

Mark Meaning Example

// Phonemic transcription — the sound a listener hears as cat = /kaet/
meaningful



Mark Meaning Example

CAPITALSinaword Stressed syllable reCORD (verb) vs. RECord (noun)
Bold A term being defined for the first time Prosody isthe music of speech.
Italic Titles of long works, and emphasis Moby-Dick

- Becomes/ turnsinto want to » wanna

a/o Wrong form / correct form 01 am agree O | agree

One last thing before Chapter 1. Language is not a subject you finish. It is a skill you keep. The measure of this
course is not whether you reach the last page — it is whether, three months from now, you say something in a
room full of people and it lands exactly as you intended.



PART |

THE ARCHITECTURE
OF ENGLISH

Before you can speak well or read deeply, you need an accurate
model of what English is made of and how it holds together.

1. How English Actually Works
2. The Sound System of American English
3. The Grammar That Carries Meaning
4. Vocabulary as a System, Not a List



CHAPTER 1

How English Actually Works

Every language solves the same problem — getting an idea out of one skull and into another — with
different machinery. Learn the machinery of English and most of its strangeness stops being strange.

1.1 The six levels of language

Language is layered. Each layer is built from the one below it. Learners who fail usualy fail at one specific
layer while blaming another — a person with poor stress patterns thinks their grammar is bad; a person with
weak paragraph logic thinks their vocabulary is small. Diagnose the right layer and progress becomes fast.

Level Unit Example Where learners break

1. Phonetics/ Phonol ogy Phoneme (a meaningful /p/, b/, I/ Substituting a sound their first
sound) language lacks

2. Morphology Morpheme (smallest unit un- + break + -able Not seeing that words are
of meaning) assembled from parts

3. Lexicon Word and fixed phrase make adecision (not do adecision)  Learning single words instead of

word partnerships

4. Syntax Clause and sentence The dog that bit me ran away. Word order, articles, tense-aspect
5. Semantics/ Pragmatics Meaning in context “Canyou passthesdt? =a Literal reading of indirect speech
request
6. Discourse Whole text or An essay; ajob interview No structure; ideas arrive in the
conversation wrong order

MENTAL MODEL TO KEEP

Think of language as a building. Phonemes are bricks. Morphemes are walls. Syntax isthe frame. Discourse is the
floor plan. A beautiful floor plan built from crumbling bricks still collapses — which iswhy this course starts with
sound, even for advanced readers.

1.2 English is a Germanic language wearing a Latin coat

English began as a West Germanic language brought to Britain in the fifth century. Then it was invaded twice
by vocabulary: by Old Norse (Viking settlement, 8th—11th centuries) and massively by Norman French and
Latin after 1066. L ater, the Renaissance poured in Greek and Latin scientific terms, and empire and immigration
added thousands more from every continent.

The result is alanguage with two or three wordsfor nearly everything, carrying different social weight. This
is not decoration. It isthe single most useful fact about English style.



Germanic (Old

French / Latin

Greek / learned

Felt difference

English)

ask guestion interrogate plain - forma - institutional

gut / belly stomach abdomen bodily - neutral - clinica

begin commence initiate human - ceremonia -
bureaucratic

see perceive observe direct - abstract - scientific

fire flame conflagration concrete — literary — inflated

help aid facilitate warm — official — corporate

dead deceased expired blunt - polite - evasive

The style rule that follows: Germanic words are short, stressed on the first syllable, physical, and emotionaly
direct. Latinate words are longer, abstract, and socially distant. Great English prose alternates deliberately —
Latinate for precision, Germanic for the punch. Read Lincoln, Orwell, or Hemingway and watch them land the
sentence's final blow with a one-syllable Anglo-Saxon word.

“We shall fight on the beaches... we shall never surrender.” Every word in Churchill's most famous
passage is Germanic except the last — surrender, from French. The foreign word arrives exactly where
the foreign threat does.

1.3 English traded endings for order

Old English was synthetic: word endings (inflections) told you who did what, so word order was flexible.
Modern English islargely analytic: the endings eroded, and word order and small function words now carry
the grammar.

*  Thedog bit the man and The man bit the dog use identical words and mean opposite things. In Latin,
Russian, or Sanskrit, the endings would keep the meaning stable no matter the order.

*  English compensates with prepositions (to, of, by, with, for) and auxiliaries (do, have, be, will). These tiny
words do the heavy grammatical lifting that endings once did.

*  Thisiswhy misplaced prepositions and dropped auxiliaries break meaning so badly, while a dropped plura
-s usually does not.

DIAGNOSTIC CONSEQUENCE

If your first language is inflected (Hindi, Russian, Polish, Turkish, Tamil, Korean, Japanese), your instinct is that
order is negotiable. It is not. Fix word order and article use before you polish vocabulary — those two errors cost
more comprehension per instance than any others.




1.4 English is stress-timed, and this changes everything

Languages divide roughly into two rhythmic families.

Type How rhythm works Languages

Syllable-timed Each syllable takes roughly egual time. Rhythmislikea  Spanish, French, Italian, Hindi, Tamil,
machine gun. Y oruba, Mandarin (roughly)

Stress-timed Stressed syllables arrive at roughly equal intervals; English, German, Dutch, Russian, Arabic
unstressed syllables get crushed to fit. Rhythmislike a
drumbeat.

Say these aloud and time them. They take almost the same amount of time:

CATS EAT FISH.
The CATS have EAten the FISH.
The CATS could have been EAting up the FISH.

Three stresses in each. The extrawords do not add time — they are squeezed. Have becomes /hav/ or just /ev/.
Could have been becomes /kudebin/. This squeezing is caled reduction, and it is the number one reason
grammatically perfect learners still sound non-native, and the number one reason they cannot understand fast
native speech: the words they are listening for are not being fully pronounced.

Chapters 6 and 7 train this directly. For now, absorb the principle: in English, some syllables are meant to
disappear.

1.5 Why English spelling looks broken

Learners waste enormous emotional energy on English spelling. Understanding why it isirregular removes the
frustration and reveal s the patterns that do exist.

1. TheGreat Vowel Shift (roughly 1400-1700). Long vowels moved position in the mouth. Bite was once
/bi:te/. The spellings froze while the sounds walked away.

2. Theprinting pressarrived mid-shift (1476). Caxton's typesetters fixed spellings — some based on Dutch
typesetting habits — just as pronunciation was changing fastest.

3. Etymological vanity. Renaissance scholars inserted silent |etters to show Latin ancestry: the b in debt
(from debitum), the sin island (wrongly, from insula).

4. Wholesale borrowing. English imports words with their original spelling: ballet (French), psyche (Greek),
jalapefio (Spanish), tsunami (Japanese).

The useful takeaway: English spelling is not phonetic, but it is morphological — it preserves meaning-units
across pronunciation changes. Sgn / signature / signal keep the g because they share a root, even though it is
silent in one. Spelling encodes family, not sound. Learn roots (Chapter 4) and spelling largely solves itself.



1.6 The dialect question: which English should you learn?

Thereisno single “correct” English. Thereis aprestige standard that opens doorsin institutions, and there are
dialects that carry identity, history, and enormous expressive power. Both are legitimate linguistic systems.
Linguistics has been clear on this for a century: African American English, Appalachian English, Chicano
English, and Southern American English are rule-governed varieties, not broken versions of anything.

The practical position this course takes: learn General American as your default for professional and
academic settings, and treat every other variety as something to understand and respect, never to mock.
This is called code-switching — moving between varieties according to context. Every effective speaker in
Americadoesit, consciously or not. Chapter 10 handles register and code-switching in detail.

General American (GA) isthe accent of national broadcasters and much of the Midwest and West. Its defining
features. it is rhotic (the r in car is pronounced), it uses a flapped t (water — /‘wa:ra+/, sounding like
“wadder”), and it merges the vowels of cot and caught for most younger speakers.

CHAPTER 1 SUMMARY

Language worksin six stacked levels; diagnose which oneisfailing.

English has a Germanic core and a L atinate overlay — this creates its register system and is the
foundation of style.

*  English abandoned inflection for word order plus function words. Order is meaning.

English is stress-timed. Unstressed syllables reduce. This governs both accent and listening
comprehension.

Spelling is morphological, not phonetic. Learn roots, not letter strings.

Learn General American as a professional default; respect al dialects as systems.




CHAPTER 2

The Sound System of American English

Forty-four sounds. Master them and you will never again be asked to repeat yourself. This chapter is the
physical foundation of everything spoken.

2.1 Why sounds, and why first

A phonemeisa sound that changes meaning. /p/ and /b/ are separate phonemes in English because pat and bat
are different words. Your first language installed a specific set of phonemes in your brain before you were one
year old, and it also installed a filter: sounds outside that set get automatically re-heard as the nearest sound you
already own.

Thisiswhy a Japanese speaker may not hear the difference between light and right, a Spanish speaker inserts a
vowel before school (“eschool”), and a Hindi speaker's /t/ sounds slightly wrong to an American ear without
either party knowing why. The problem is perceptual before it is muscular. You must retrain the ear firgt,
then the mouth.

2.2 The consonants of General American

Consonants are classified by three things: where the airflow is obstructed (place), how it is obstructed
(manner), and whether the vocal cords vibrate (voicing). Put two fingers on your throat and say /s/ then /z/.

Same mouth position; the vibration is the only difference.

IPA Asin Place & manner Voiced?
/p/ b/ pan, ban Both lips, full stop no/yes
/t/ /d/ ten, den Tongue tip on the ridge behind the teeth, stop no/yes
1K/ /g/ cat, got Back of tongue on soft palate, stop no/yes
/] v/ fan, van Upper teeth on lower lip, friction no/yes
18/ 13/ thin, this Tongue tip between teeth, friction no/yes
/sl 1z/ sip, zip Tongue near the ridge, harrow channel no/yes
/N1 13/ ship, measure Tongue further back, lips slightly rounded no/yes
/t§/ /d3/ chair, judge Stop released into friction no/yes
/m/ /n/ /n/ me, no, sing Air through the nose all voiced
/1/ let, full Tonguetip up, air around the sides voiced
11/ red Tongue bunched or curled, no contact voiced
[il Iw/ yes, we Gliding semi-vowels voiced
/h/ hat Open breath from the throat voiceless




The four consonant traps

1. TH (/6/ and /3/). Most of the world's languages lack this sound, so learners substitute /t/, /d/, /s/, /z/, If].
Fix: put your tongue tip visibly between your teeth and blow. Exaggerate for two weeks; it will normalise.
Drill pairs: thin/tin/sin/fin, they/day/zay, breathe/breed.

2.V vs. W. /v/ usesteeth on lip; /w/ uses rounded lips with no contact. Speakers of Hindi, German, and
Russian commonly merge them. Drill: vine/wine, vest/west, veil/whale, very/wary.

3. TheAmerican R (/1/). It is not the Spanish tap, not the French uvular, not the Hindi trill. The tonguetip
touches nothing. Two valid methods: curl the tip back dightly (retroflex), or bunch the tongue body up and
back while pulling the tip down (bunched). Both produce the same sound. Drill: red, right, around, world,
corner, further, rural.

4. Final consonants and the -ed ending. Many languages do not allow consonants at the end of a syllable, so
learners drop them or add a vowel. English depends on them grammatically. -ed has three pronunciations
and no exceptions: after avoiceless sound — /t/ (walked = walkt); after avoiced sound - /d/ (played =
playd); after /t/ or /d/ — /1d/ (wanted, needed).

2.3 The vowels: where the real accent lives

English has roughly 15 vowel sounds; Spanish has 5, Japanese has 5, Hindi has about 11 with different
positions. Vowels — not consonants — are what make an accent sound foreign. Vowels are described by
tongue height, tongue position (front/back), lip rounding, and tension.

IPA Key word Description Common confusion

i/ sheep, see High front, tense, lips spread confused with /1/

// ship, sit High front, lax, jaw dlightly lower the single most common vowel error
/e1/ say, made Mid front, glides upward confused with /&/

/el bed, said Mid front, lax confused with /ee/

Jee/ cat, bad Low front, wide, distinctly American confused with /e/ and /a/

Ja:/ father, hot Low back, open, unrounded merges with /o/

[o:/ thought, law Low back, slightly rounded merged with /a:/ by most Americans
oo/ go, boat Mid back, rounded, glides often flattened by learners

Jo/ book, put High back, lax confused with /u:/

u:/ blue, food High back, tense, rounded confused with /o/

/A cup, love Mid central, lax, stressed confused with /a:/

/a/ about, sofa The schwa: mid central, unstressed ignored entirely

[/ butter, her R-coloured schwa the sound of American English

/a1/ my, time Diphthong —



IPA Key word Description Common confusion

/ao/ now, house Diphthong —

/o1/ boy, coin Diphthong —

THE SCHWA IS THE MOST IMPORTANT SOUND IN ENGLISH

/a/ (schwa) isthe lazy, neutral, unstressed vowsel. It is the most frequent vowel sound in spoken English — more
frequent than any other vowel — because every unstressed syllable tends to collapse into it, regardiess of how itis
spelled.

banana = /ba'naena/ ¢ photograph = /'fostagreef/ * photography = /fa'ta:grafi/

Notice that the same letters change vowel sound when the stress moves. Learners who pronounce every vowel fully
sound robotic and, paradoxically, harder to understand — because native listeners use reduced syllables as cues to
find the stressed ones. Under -pronouncing is a skill.

2.4 Minimal pairs: the core training tool

A minimal pair is two words differing by exactly one sound. Training on minimal pairs is the fastest known
method for rebuilding phonemic perception, because it forces the ear to attend to the one feature it is filtering
out.

Contrast Minimal pairs Who struggles

/i:/ vs [1/ sheep-ship, beat—bit, leavelive, fee—fill, each-itch Spanish, Hindi, Arabic, Japanese,
Portuguese

[/ vs [g/ bad-bed, man—men, sat—set, pan—pen, had-head Most learners

/1/ vs laf light—right, lace—race, collect—correct, glass—grass Japanese, Korean, Mandarin

/b/ vs [v/ berry—very, boat—vote, ban—-van, curb—curve Spanish, Korean

10/ vs /s/ think—sink, thick—sick, mouth—mouse, path—pass French, German, Japanese, Hindi

fo/ vs Ju:/ full-fool, pull—pool, could-cooed Most learners

/w/ vs [v/ wine-vine, west-vest, worse-verse Hindi, German, Russian

/A vs [a:/ cup—cop, hut—hot, luck—ock Most learners




THE FIVE-MINUTE DAILY SOUND DRILL

1. Pick one contrast from the table above — the one that matters for your first language.

2. Listen: have someone (or atext-to-speech tool) read 10 words at random from the pair list. Write down which
you heard. Check. Repeat until you score 10/10 twice.

3. Produce: record yourself reading all pairs. Play it back the next day, when your ear is no longer expecting
what you meant to say.

4. Load: use both wordsin one sentence — “The ship carried sheep.” — until it is automatic.

5.  Moveto the next contrast only after three clean days.

2.5 Syllable structure and consonant clusters

English permits brutal consonant clusters that most languages forbid: strengths (/stren6s/) has three consonants
before the vowel and three after. Sxths, texts, and twelfths are similar. Speakers of Spanish, Japanese, Korean,
and Hindi instinctively repair these by inserting a vowel (epenthesis: “es-school”) or deleting a consonant
(“tex” for texts).

The fix is mechanical, not intellectual. Say the cluster in slow motion, consonant by consonant, then
compress. s-t-r-e-n-g-th-s — str-engths — strengths. Ten repetitions aday for aweek rewires the motor pattern.
Practice list: splash, scratch, twelfths, asked, clothes, months, world's, films, sixths, prompts, glimpsed.

2.6 A diagnostic you should run today

Record yourself reading the passage below at a natural pace. Then listen with a checklist. It contains every
consonant and nearly every vowel of American English, plus clusters, reductions, and the flapped t.

“Please call Stella. Ask her to bring these things with her from the store: six spoons of fresh snow peas,
five thick slabs of blue cheese, and maybe a snack for her brother Bob. We also need a small plastic
snake and a big toy frog for the kids. She can scoop these things into three red bags, and we will go meet
her Wednesday at the train station.”

(This is the Speech Accent Archive elicitation paragraph, used by linguists worldwide and free to use.)

Listen for Question to ask yourself

TH sounds In these, things, thick, three, brother, Wednesday — is the tongue between the teeth, or did it
become T/D/SIZ/F?

Final consonants Are ask, six, slabs, bags, kids, needs complete, or trimmed?

fi:/ vs 1/ Do peas and big have clearly different vowels?

The flapped t Does station and little-type t behave naturally?

Rhythm Are function words (to, of, for, a, the) reduced, or fully pronounced?

Word stress PLEASE call STELla— do the content words carry the beats?




Save this recording with today's date. Re-record it at the end of Week 4 and Week 12. Perceived progress in
accent work isunreliable; recorded progressis not.

CHAPTER 2 SUMMARY

*  Your first language installed a perceptual filter. Retrain the ear before the mouth.

Consonants are place + manner + voicing. The four traps: TH, V/W, American R, final consonants and
-ed.

Vowels carry accent more than consonants do. /i:/ vs /1/ and /ee/ vs /e/ are the highest-value fixes.
The schwa is the most frequent vowel in English. Learn to under-pronounce.
Minimal pairs are the fastest perceptual training tool known.

*  Record abaseline today. Measure, do not guess.




CHAPTER 3

The Grammar That Carries Meaning

You do not need all of English grammar. You need the twenty percent that changes meaning when you get
it wrong — and you need to understand it as a system of choices, not a list of rules.

3.1 Tense and aspect are two different things

English learners are taught “twelve tenses.” Thisis a teaching fiction that causes enormous confusion. English
has two tenses (present and past — marked on the verb itself) crossed with two aspects (perfect and
progressive) plus modality (will, would, can, might). Understand the two axes and the twelve forms generate
themselves.

*  Tenseanswers. when isit located relative to now?

* Aspect answers. how does the speaker view the action — as complete, as ongoing, as connected to now?

Simple Progressive Perfect Perfect progressive
(ongoing) (relevant/completed
before)
Present | work | am working | have worked | have been working
Past | worked | was working | had worked | had been working
Future (modal) | will work I will be working | will have worked I will have been working

The present perfect: the single hardest form for most learners

Rule of thumb: the present perfect (have + past participle) is used when the past event still matters now and
no finished timeis specified. The simple past is used when the event sitsin a closed box of past time.

Simple past (closed time) Present perfect (open, connected to now)

I lived in Chicago for six years. (I do not live there now.) | havelived in Chicago for six years. (I still do.)

| ate lunch at noon. | have aready eaten. (So | am not hungry now.)

01 have seen him yesterday. O | saw him yesterday. (“ Yesterday” closes the box.)
Did you finish the report? (Focus: the act) Have you finished the report? (Focus: the current state)

Note for the United States: American speakers use the simple past far more freely than British speakers. “Did
you eat yet?’ is standard in America; “Have you eaten yet?’ is standard in Britain. Both are correct. Do not let a
British textbook make you feel wrong in Ohio.



3.2 Articles: a, an, t

he, and nothing at all

If your first language has no articles (Russian, Hindi, Japanese, Korean, Mandarin, Polish, Turkish), thisis your
permanent tax. Article errors rarely block comprehension, but they are the loudest signal of non-native writing.

Here is the decision proced

ure—runitin order.

1. Isthenoun countable? If not (information, advice, furniture, water, research, luggage, equipment), never
use a/an. Use the or nothing. Oan information O a piece of information.

2. Canthelistener identify exactly which onel mean? If yes — the. They can identify it because (a) it was
mentioned before, (b) it is unique (the sun, the president, the internet), (c) it is defined by what follows (the
book that | bought), or (d) it is physically present (close the door).

3. If not identifiable and singular countable - a/ an. (a before a consonant sound, an before a vowel
sound: an hour, a university.)

4. |If plural or uncountable and speakingin general - no article. Dogs bark. Water freezes. Lifeis short.

Sentence

Why

| bought a car. The car isred.
The moon is bright tonight.
— Dogs are loyal.

— Sheisin prison.

Sheisin the prison.

He plays the piano. / He plays — soccer.

First mention indefinite; second mention now identifiable.

Unique object.

General class, plural - no article.

Ingtitution as function (she is an inmate).

The physical building (perhaps sheis avisitor).

Instruments take the; sports take nothing. Idiom, not logic.

3.3 Modals: the grammar of attitude

Modal verbs (can, could, may, might, must, shall, should, will, would) do not describe events. They describe the
speaker's stance toward an event — how certain, how obligated, how polite. Getting modals wrong makes you
sound rude or evasive even when your grammar is flawless.

Function

Weak - Strong

Example

Certainty (deduction)

Obligation

Ability

Permission

Politeness in requests

might / may — could — should — must

could — should - oughtto - haveto —
must

could (past/hypothetical) - can (present)
can — could - may (most formal)

Canyou... - Couldyou... - Would you
mind...

He must be home; his car is there.

Y ou should apologise. / Y ou must sign here.

| could swim at five. | can swim now.
May | be excused?

Would you mind sending that again?




THE POLITENESS LADDER — MEMORISE THIS ONE

Same request, five levels of social distance. Using the wrong rung is the most common way competent speakers
accidentally offend in American workplaces.

*  Send methefile. — direct order. Fine for a close teammate, harsh to a stranger.
* Can you send methefile? — neutral, everyday.

*  Could you send methefile? — polite, standard professional default.

*  Would you be able to send methefile? — careful, for seniors or favours.

* | waswondering if you might be able to send methe file when you get a chance. — maximum distance; use
for apologies, large asks, or tense situations.

3.4 Conditionals: talking about worlds that might not exist

Type Form Meaning Example

Zero if + present, present General truth If you heat ice, it melts.

First if + present, will + base Real future possibility If it rains, | will stay home.

Second if + past, would + base Unreal / unlikely present If | had amillion dollars, | would travel.

Third if + past perfect, would have + Unreal past (regret) If | had studied, | would have passed.
participle

Mixed if + past perfect, would + base Past cause, present result I | had taken that job, | would bein Boston

now.

Thefrequent error: OIf | would have known — O If | had known. The would belongs in the result clause only,
never in the if clause. This error is common among native speakers too, and it is heavily marked in academic
and professional writing.

3.5 The twenty errors that cost you the most

OWrong

0 Right

Principle

| am agree with you.

| have 25 years.

She said me that...

| am living here since 2019.
Discuss about the plan.

Explain methis.

Informations, advices, equipments

Heismoretaller.

| agree with you.

| am 25 years old.

Shetold methat... / She said that...

| have been living here since 2019.

Discuss the plan.
Explain thisto me.
Information, advice, equipment

Heistaller.

Agreeisaverb, not an adjective.

Age uses be, not have.

Say takes no indirect object without to.

Snce requires the perfect.
Discussis aready transitive.
Explain requires to.
Uncountable nouns.

Never double a comparative.



OWrong 0 Right Principle

Everyone are here. Everyoneis here. Everyone / each / nobody are singular.
| didn’t went. | didn’t go. Did aready carries the past.

Despite of therain Despitetherain/ In spite of therain Fixed forms.

I look forward to meet you.
Until now, | lived in Texas.
The most of people

One of my friend

| am boring in this class.

Can you borrow me $5?
He returned back home.
L ess people came.

Me and him went.

I look forward to meeting you.
Until now, | havelived in Texas.
Most people/ Most of the people
One of my friends

| am bored in this class.

Can you lend me $5?/ Can | borrow $5?

He returned home.
Fewer people came.

He and | went.

Heretoisapreposition — -ing.
Open time frame.
Quantifier structure.

One of takes aplural.

-ing describes the cause; -ed describes the

feeler.

Lend gives; borrow takes.
Redundancy.

Fewer for countable, less for mass.

Subject pronouns in subject position.

CHAPTER 3 SUMMARY

*  Two tenses x two aspects x modality generates the “twelve tenses.” Learn the axes, not the list.

*  Present perfect = past event, present relevance, open time frame.

* Articlesfollow afour-step decision procedure driven by identifiability.

*  Modals encode attitude and politeness. Learn the request ladder verbatim.

*  Conditionals map real vs unreal worlds; never put would in theif clause.

*  Twenty high-frequency errors account for most of the “foreign” signal in otherwise good English.




CHAPTER 4

Vocabulary as a System, Not a List

People who “ have a big vocabulary” rarely memorised more words. They internalised the machinery that
generates words, and they learned language in chunks rather than in pieces.

4.1 The three vocabularies you actually have

Vocabulary Definition Typical size How to grow it
(educated adult)

Passive/ receptive Words you recognise when reading or 20,000-40,000 Wide reading and listening
listening

Active/ productive Words you actually produce in speech 5,000-10,000 Forced output, retrieval
and writing practice

Fluent / automatic Words and phrases you produce 1,500-3,000 Repetition under time
without searching pressure

The leverage point: almost every learner over-invests in the passive vocabulary and under-invests in
converting passive to active. Reading a new word ten times does not make it available in conversation. Using it
three times does. This is the generation effect — information you produce is retained far more strongly than
information you receive.

FREQUENCY: THE FACT THAT SHOULD RESHAPE YOUR STUDY PLAN

The 100 most common English words account for roughly 50% of everything written. The top 1,000 cover about
75% . Thetop 3,000 cover about 85-90% of ordinary conversation. Beyond about 8,000 word families, each new
word buys very little comprehension.

Implication: if you know fewer than 3,000 words, |earning rare words is a waste. Master the common ones deeply
— their collocations, their idioms, their multiple senses. The word get alone has over thirty uses and appearsin
hundreds of phrases. A learner who fully controls get, take, make, do, put, come, go, run, set, break speaks more
naturally than one who has memorised five hundred academic nouns.

4.2 Morphology: build words instead of memorising them

Roughly 60% of English words contain Latin or Greek elements, and in academic and scientific writing it rises
above 90%. Learning fifty roots and thirty affixes gives you approximate access to tens of thousands of words
you have never seen.

Root Origin & meaning Family
spec/ spic L. to look inspect, spectator, conspicuous, retrospect, perspective, specimen,
suspicious

dict L.tosay predict, dictate, contradict, verdict, edict, diction, indict, benediction



Root Origin & meaning Family

duc/ duct L.tolead conduct, induce, reduce, aqueduct, seduce, produce, education
scrib / script L. towrite describe, manuscript, prescription, inscribe, transcript, scripture
port L. tocarry transport, export, portable, deport, report, support, important
ven / vent L. to come convene, intervene, prevent, advent, revenue, venue

cred L. to believe credible, credit, incredulous, creed, credential

chron Gk. time chronology, anachronism, synchronize, chronic, chronicle
graph/gram Gk. to write, draw biography, telegram, graphic, paragraph, epigram, cartography
log / logue Gk. word, reason dialogue, logic, monologue, prologue, analogy, eulogy

path Gk. feeling, suffering sympathy, apathy, pathetic, empathy, pathology, antipathy
phon Gk. sound telephone, symphony, cacophony, euphony, phonetics

Affix Meaning Examples

a/an- without atypical, amoral, anarchy, anonymous

ante- / pre- before antecedent, antebellum, predict, premature

circum- around circumvent, circumspect, circumference

contra- / counter- against contradict, contravene, counterargument

e/ ex- out of emit, exclude, extract, exhale

inter- between interrupt, intervene, international

intra- within intravenous, intramural

mal- bad malfunction, malevolent, malpractice

ob- / op- against, toward obstruct, obstacle, oppose

sub- under submarine, subvert, subordinate

trans- across transport, transcend, translate

-ous/ -ious full of (adjective) dangerous, ambitious, laborious

-tion/ -sion act or state (noun) creation, decision, tension

-ity quality (noun) clarity, brevity, hostility

-ify / -ize

to make (verb)

clarify, simplify, modernize, prioritize




4.3 Collocation: the invisible grammar of word partnership

Collocation means which words habitually travel together. This — more than grammar or accent — is what
separates advanced learners from native speakers. Nothing is logically wrong with “make a photograph” or
“strong rain.” They are simply not what English does.

ONot English O English Note

do amistake make amistake Make = create; do = perform.

say alie tell alie Also: tell the truth, tell a story, tell ajoke.

strong rain heavy rain Also: heavy traffic, heavy accent, heavy smoker.

make homework do homework Do: homework, business, damage, research, afavour.
take adecision make adecision (British English allows take; American English does not.)

high experience extensive experience Also: considerable, relevant, hands-on.

big surprise/ big problem both correct But: large problem sounds odd; great surpriseisformal.

fast food, quick meal not interchangeable Fast collocates with food, car, lane; quick with meal,

chat, question.

How to learn collocations: never record a word aone in your notebook. Record it inside its most common
partner phrase. Not decision, but make a difficult decision. Not attention, but pay close attention to. You are
storing a ready-made unit, which is exactly how fluent speakers retrieve language: in prefabricated chunks, not
word by word.

4.4 Register: choosing the right altitude

Register isthe formality level of language. Americans switch register constantly and judge people who cannot.
Using formal register with friends sounds cold or foreign; using casua register in a legal document sounds
unserious.

Intimate Casual Neutral Formal Frozen / legal

gonnagrab food let’s get lunch shall we have lunch? would you care to join me the parties shall convene
for lunch?

dude, no way seriously? | disagree I must respectfully dissent the respondent contests

kids children children minors persons under the age of

eighteen

ask for ask for request petition submit aformal application

tell let know inform notify serve notice upon

about around approximately in the region of not less than




4.5 Phrasal verbs: the mountain and the map

Phrasal verbs (verb + particle) are the Germanic heart of casual English, and their meanings are usually
non-compositional: give up has nothing to do with giving or with upward motion. There are thousands. They
cannot all be memorised — but the particles carry recurring metaphors, which makes them far more

learnable.
Particle Core metaphor Examples
up completion, increase, upward finish up, use up, speed up, drink up, build up, show up
out exit, exhaustion, distribution, discovery find out, run out, hand out, figure out, wear out
off separation, cancellation, departure call off, take off, cut off, put off, set off
on continuation, contact carry on, hold on, go on, put on, count on
down reduction, recording, defeat write down, calm down, break down, turn down
over repetition, review, transfer go over, take over, think over, hand over
through completion of aprocess go through, get through, see through, follow through
back return, restraint call back, hold back, pay back, cut back

THE FIFTY PHRASAL VERBS THAT BUY THE MOST FLUENCY

br

off « end up « figure out « fill in/ out « find out * get along with ¢ get away with  get back to  get over ¢ get rid of »
give up * go over ¢ go through « hang on  hold on « keep up with ¢ knock out « look after ¢ look forward to ¢ look
into « look up » make up « pass away ¢ pick up ¢ point out * put off « put up with ¢ runinto ¢ run out of « set up * show
up * sort out « take care of « take off « take over ¢ turn down « turn out  turn up * work out ¢ wrap up * write down

Learn five per week inside full sentences drawn from your own life. In ten weeks you will sound measurably more
American.

ing up « call off « carry on * catch up * check in/ out « come across « come up with ¢ cut down on « deal with « drop

4.6 A retention system that actually works

1.

Capturein context. When you meet a new word, write the whole sentence you met it in, not the word
alone. Context is the retrieval hook.

Spaced repetition. Review at expanding intervals: 1 day, 3 days, 7 days, 21 days, 60 days. Memory
strengthens most when recall is dlightly difficult. Any flashcard app with an SRS a gorithm implements
this.

Force production. For each new item, write one true sentence about your own life and say it out loud.
Personal relevance roughly doubles retention.

Interleave, do not block. Mixing topicsin one session feelsworse and produces better long-term recall
than studying one category at atime.

Pruneruthlessly. If aword has not appeared in your life in six months and is not on afrequency list, delete
it. Study time is the scarce resource, not word supply.



CHAPTER 4 SUMMARY

Passive vocabulary grows by reading; active vocabulary grows only by producing.
Freguency matters more than volume. Master the top 3,000 words deeply.

*  Fifty roots and thirty affixes unlock tens of thousands of words.
Coallocation — which words partner with which — is what makes English sound native.
Register is atitude. Learn to move between five levels deliberately.
Phrasal verb particles carry consistent metaphors; learn the particle, not just the pair.

*  Spaced repetition plus forced production beats every other study method tested.




PART II

SPOKEN ENGLISH

Fluency is not a talent and not a mystery. It is a set of
trainable mechanisms: rhythm, chunking, linking, and the
social architecture of conversation.

5. Fluency: The Mechanics of Real Speech
6. Prosody: Stress, Rhythm, and Intonation
7. Connected Speech and the American Accent
8. Conversation Architecture
9. Professional and High-Stakes Speaking
10. Idiom, Slang, and Register in the United States



CHAPTER 5

Fluency: The Mechanics of Real Speech

Fluency is not speed, and it is not perfection. It is the ability to keep meaning flowing while your brain is
still working. This chapter takes that apart and rebuildsit as a training programme.

5.1 What fluency actually measures

Researchers who study second-language speech do not measure fluency by vocabulary size or grammatical
accuracy. They measure three things:

Measure What it means Native benchmark

Speech rate Syllables produced per minute, pauses included about 150-190 words per minute in
conversation

Pause profile How often you pause, how long, and where Pauses fall at clause boundaries, not
mid-phrase

Run length Syllables spoken between pauses about 8-12 syllables per run

The critical finding: where you pause matters more than how much you pause. Native speakers pause
constantly — up to a third of speaking time — but they pause between meaning units. Learners pause inside
them, hunting for the next word. A listener perceives the first as thoughtful and the second as broken, even at
identical speed.

This reframes the goal entirely. Y ou are not trying to speak faster. You are trying to move your pausesto the
joints.

5.2 The chunk principle

Fluent speakers do not build sentences word by word. They retrieve formulaic sequences — prefabricated
multi-word blocks stored and recalled as single units. Estimates suggest that 50-70% of native speech is
formulaic. This is why natives can talk fast while thinking about something else: most of the sentence was
already assembled.

Function Ready-made chunks

Opening an opinion Theway | seeit... « If youask me... » I'd say that... « My senseisthat...

Softening I could bewrong, but... « Correct meif I'm off here... ¢ It seemsto me...  Kind of / sort of

Buying time That’'sagood question. ¢ Let me think about that for a second. « How do | put this... « Off the top of my
head...

Agreeing Exactly. » That'safair point. » I'm with you on that. « Absolutely.

Disagreeing | seeit alittle differently. « I'm not sure | follow.  That's one way to look at it, but...

Adding On top of that... » What's more... » And another thing... « Not to mention...



Function Ready-made chunks

Concluding So at the end of the day... « Long story short... « Either way... « That’s pretty much it.

Repairing Sorry, let me start over. « What | meant was... » Actually, scratch that.

WHY CHUNKS BEAT GRAMMAR DRILLS FOR FLUENCY

Working memory holds roughly four items at once. If you are assembling a sentence word by word — choosing a
tense, an article, a preposition, a noun — you have consumed your entire capacity on mechanics and have none left
for ideas. A chunk occupies one slot instead of five. Storing chunksis, quite literally, buying back attention.

5.3 The four fluency Kkillers

1.

Trandating from your first language. Every transated sentence carries adelay and imports foreign
structure. The cureis not willpower; it is having enough English chunks that translation is slower than
retrieval. Chunks make translation obsolete by making it inefficient.

Perfectionism. Learners who correct themselves mid-sentence destroy their own rhythm and train
hesitation as a habit. Adopt this rule for speaking practice: never repair grammar mid-sentence. Finish
the thought, then move on. Correct later, on the recording.

Vocabulary search. You stop because you cannot find one word. Thisis the most solvable killer — see
circumlocution in 5.6.

Planning the whole sentence befor e starting. Natives start speaking before they know how the sentence
ends, and steer asthey go. Begin with achunk (“ Thethingis...”) and let therest arrive. This feels reckless.
It is how speech works.

5.4 Shadowing: the highest-return speaking exercise

Shadowing means repeating audio in near-real time, one to two seconds behind the speaker, imitating not just
words but rhythm, pitch, and pauses. It trains perception, articulation, and prosody simultaneously, and it is the
single most effective accent and fluency exercise available for free.



THE SHADOWING PROTOCOL — 20 MINUTES

1.  Choose material (30-60 seconds only). Natural speech, not audiobooks read for clarity. Interviews, podcasts,
sitcom dialogue, TED talks, public-domain LibriVox recordings. Difficulty rule: you should understand
roughly 90% without a transcript.

Listen threetimes. No speaking. Mark where the speaker pauses and which words they hit hardest.
Read the transcript aloud alone. Fix any word you cannot pronounce.
Shadow with the transcript, five times. Match rhythm before worrying about individual sounds.

Shadow without the transcript, five times. Eyes closed. This forces auditory processing rather than reading.

o o & DN

Record your final passand compareto the original. Listen for one thing only: where do your stresses land
differently?

7. Reusethesameclip for afull week. Novelty feels productive and is not. Depth beats variety in motor
learning.

5.5 The 4/3/2 technique for automaticity

A well-documented classroom method, easily done alone. Choose a topic you can talk about — your job, your
city, afilm you saw.

1. Speak on the topic for 4 minutes, recording.

2. Immediately speak on the sametopic for 3 minutes.

3. Immediately speak on it again for 2 minutes.

Repetition under decreasing time forces you to drop hesitation and compress phrasing. Measured results are

consistent: speech rate rises, pauses fal, and — counterintuitively — grammatical accuracy improves, because
attention is freed from content retrieval. Do this three times aweek. It is unpleasant and it works.

5.6 Circumlocution: never stop for a missing word

Circumlocution is describing a concept whose name you have lost. Native speakers do this constantly; only
learners treat it as failure. Train four escape routes so that a missing word costs you half a second, not the
sentence.

Strategy Frame Example (word lost: ladder)

Function It'sathing you usefor... It's the thing you use to climb up.

Category + feature It'sakind of... that... It'sakind of metal frame with steps.
Comparison It'slike... but... It'slike stairs, but you can carry it.

Situation Y ou know when you...? Y ou know when you paint a ceiling? That thing.

Drill: pick ten random objects a day and describe each in fifteen seconds without naming it. Two weeks of this
permanently removes the freeze response.



5.7 Building a daily speaking habit when you have no partner

Method How Minutes

Narrated action Describe aloud what you are doing while cooking or walking. Forces present tenses 5
and everyday nouns.

Daily debrief Record a spoken diary: what happened today, what you thought about it. Forces 5
past tense and opinion language.

The opinion minute Pick any headline. Speak for 60 seconds: claim, reason, example, conclusion. 3

Read-aloud One page of good prose or poetry, marked for stress and pauses. 5

Shadowing One 40-second clip, protocol in 5.4. 10

Re-tell Watch two minutes of video, then re-tell it from memory without notes. 5

Twenty-five minutes daily beats three hours weekly by a wide margin. Motor learning and memory
consolidation both depend on frequency of retrieval, not total exposure time.

CHAPTER 5 SUMMARY

* Fluency = pause placement and run length, not speed.

* Over half of native speech is prefabricated chunks. Collect them deliberately.

*  Thefour killers: translating, mid-sentence perfectionism, word-hunting, over-planning.
*  Shadowing trains perception, articulation and prosody at once. Same clip for a week.

*  4/3/2 builds automaticity and, indirectly, accuracy.

*  Circumlocution converts a missing word from a stop into a detour.

* Twenty-five minutes daily, every day.




CHAPTER 6

Prosody: Stress, Rhythm, and Intonation

Prosody is the music of speech — which syllables you hit, how your pitch moves, where you breathe. It
carries more meaning than most learners imagine, and mistakes here are heard as rudeness rather than

error.

6.1 Word stress: the hidden spelling of a word

In English, every word of two or more syllables has one syllable that islouder, longer, and higher in pitch. Put it
in the wrong place and native listeners frequently cannot identify the word at all — stress is part of a word's
identity, like aletter.

Pattern 1. Noun—verb pairs shift stress
Roughly 150 English words are both a noun and a verb, distinguished only by stress. The rule is beautifully

consistent: NOUN stressesthefirst syllable; VERB stressesthe second.

Spelling Noun (stress 1) Verb (stress 2)
record aREcord of sales to reCORD a song
present a PREsent for you to preSENT areport
object astrange OBject to obJECT to aplan
conduct professional CONduct to conDUCT research
contract sign the CONtract muscles conTRACT
permit a parking PERmit to perMIT entry
produce fresh PROduce to proDUCE results

increase/ decrease

rebel

address

asmall INcrease
aREbel army

my ADdress (US)

to iInCREA SE the budget
to reBEL against

to adDRESS the issue

Pattern 2: Certain suffixes fix the stress automatically

Suffix

Stress falls on

Examples

-tion, -sion, -cian
_ity1 _eiy
-ic, -ica

-graphy, -logy, -metry

the syllable befor e the suffix

the syllable before
the syllable before

the syllable before

inforMAtion, deClsion, muSlcian, eduCAtion
aBllity, seCUrity, soClety, opportUNity
ecoNOMic, sciEntific, gpoGRAPHical

phoTOgraphy, psyCHOIlogy, geOMetry, biOL ogy



Suffix Stress falls on Examples

-ial, -ious, -eous the syllable before esSENtial, ambiTlous, adV ANtageous

-ee, -€eer, -esg, -ette the suffix itself employEE, engiNEER, JapanESE, cigarETTE
-ate (verb) two syllables back CALculate, DEMonstrate, COMmunicate

-ate (noun/ad;) reduces to schwa DELicate /-ot/, SEParate (adj) /-at/

Watch the stress migrate as suffixes stack: PHOtograph — phoTOgraphy - photoGRAPHic. Three words,
one root, three different stress positions, three different vowel qualities. If you learn a new word, learn where
the beat falls— writeit in capitals in your notebook.

Pattern 3: Compound nouns vs. adjective + noun

Compound noun — stress the FIRST word Adjective + noun — stress the SECOND
a GREENhouse (aglass building for plants) agreen HOUSE (a house painted green)

the WHITE House (the president’ s residence) awhite HOUSE (any pale house)
aBLACKboard, aHOTdog, a BOOK store ablack BOARD, ahot DOG, anew STORE
CREDIT card, BUS stop, POLICE officer expensive CARD, crowded STOP

6.2 Sentence stress: content words get the beats

Within a sentence, English gives strong beats to content words (the ones carrying information) and crushes
function words (the grammatical glue).

Stressed — content Unstressed — function
Nouns, main verbs, adjectives, adverbs, question words, Articles, prepositions, pronouns, auxiliary verbs,
negatives (not, never) conjunctions, to

| would HAVE CALLED you, but | DIDN’'T HAVE your NUMber.
- spoken: /aidev 'ko:ld jo/ ... the six function words occupy amost no time.

Training exercise: take any paragraph. Underline only the words a listener needs to reconstruct the meaning.
Read the paragraph hitting only those, letting everything else blur. Then read it flat, giving every word equal
weight. Record both. The difference between them is the difference between sounding American and sounding
foreign.

6.3 Contrastive stress: one sentence, six meanings

Move the emphasis and the meaning changes completely, with no change to a single word. This is the most
under-taught, highest-impact feature of spoken English.



Stressed word

Implied meaning

| didn’t say she stole the money.
| didn’t say she stole the money.
| didn’t say she stole the money.
| didn’t say she stole the money.
| didn’t say she stole the money.

| didn’'t say she stolethe money.

Someone else said it.

| deny sayingit.

| implied it, or wrote it.
Someone else stole it.
She borrowed it, perhaps.

She stole something else.

Practical use: when correcting someone, comparing options, or answering “Did you mean X or Y?', native
speakers rely almost entirely on contrastive stress rather than extra words. Learners who do not use it are forced

to over-explain, which sounds laborious.

6.4 Intonation: the four melodies

Contour Shape Used for Example

Fallingm Pitch drops at the end Statements, commands, wh-questions, Where do you live?m
finality

Risingm Pitch climbs at the end Y es/no questions, surprise, Areyou coming?m
incompl eteness

Fallrisemm Drops then lifts Doubt, polite disagreement, “but...” It'sfine... mm
implied

Risefall mm Lifts then drops sharply Strong feeling: enthusiasm, sarcasm, That'samazing! mm
shock

THE POLITENESS DANGER ZONE

brusgue while using perfectly polite words.

“Could you helpme.” m - sounds like an order.
“Could you helpme?’ m - sounds like arequest.

fall.

Requests and offers spoken with aflat or falling tone sound like commands to American ears. Many learners —
especially speakers of languages where politenessis carried by word choice rather than melody — are heard as

Rule: if you are asking for something, let the pitch rise at theend. If you are stating afact or closing atopic, let it

Tag questions carry two different meanings

*  You'recoming, aren’'t you? m (rising) = areal question. | do not know.

* You'recoming, aren’'t you? m (falling) = seeking agreement. | already assume yes.



6.5 Thought groups: where to breathe

A thought group is a short stretch of speech carrying one idea, bounded by a slight pause and a pitch
movement. Speaking in thought groups is what makes a person sound composed, and it is what makes long
sentences comprehensible.

Unchunked: Whenlarrivedatthemeetinglrealisedthatthedocument! hadprintedwasthewrongver sion.

Chunked: When | arrived at the meeting | | realised | that the document | had printed | was the wrong
version.

Group boundaries fall at clause edges, before conjunctions, after introductory phrases, and around anything
set off by commas.

Each group has one main stress— usually the last content word.

Non-final groups end with a small pitch rise (“more coming”); the final group falls.

Never pauseinside a group. Pausing between an adjective and its noun (the important... document) is the

clearest audible marker of a non-native speaker.

Drill: take a paragraph, mark group boundaries with a slash, and read it breathing only at the slashes. Then read
apage of prose you have never seen, chunking on sight. Thisisthe exact skill used in professional presenting.

6.6 Two American voice habits worth understanding
Uptalk (high rising terminal): ending statements with arise. Extremely common in younger American
speech. It signals engagement and invites confirmation — but in professional settingsit can read as
uncertain. Useit socialy, avoid it when asserting expertise.
Vocal fry: alow, creaky voice at the end of phrases. Common and largely unremarkable in casual speech;
sometimes penalised in formal evaluation. Not something to imitate deliberately.

The broader lesson: prosody carries socia signals, and socia signals are judged. Y ou are not only learning to be
understood; you are learning to control the impression your voice makes.

CHAPTER 6 SUMMARY
Word stressis part of aword’ s identity. Noun—verb pairs flip; suffixes fix position.
Compound nouns stress the first word; adjective + noun stresses the second.
Content words get beats; function words get crushed.
Contrastive stress changes meaning with no change in words. Train it.
Four contours: falling, rising, fall—rise, rise—fall. Requests must rise.

Speak in thought groups; never pause inside one.




CHAPTER 7

Connected Speech and the American Accent

Native speakers do not say words. They say streams. This chapter explains the six processes that turn
written words into that stream —and it is the reason fast English suddenly becomes under standable.

7.1 Why you cannot understand fast English

Y ou know the words. Y ou know the grammar. And yet a two-second sentence from a cashier is unintelligible.
This is not a vocabulary problem. It is because the acoustic signal does not contain the words you are
listening for.

“What are you going to do about it?” — /'warajs 'gens 'du:e'bavrit/ - “ Whaddaya gonna do abou'
it?”

Eight words became roughly four sound-blobs. Once you know the transformation rules, your brain can run
them in reverse in real time. Most learners experience a sudden jump in listening comprehension within a few
weeks of studying this chapter — not because their ears changed, but because their expectations did.

7.2 Linking: words do not have edges

Type Rule Example - sounds like

Consonant — Vowel The final consonant becomes the next an apple — a-napple « turnit off - tur-ni-toff
word'sfirst sound

Consonant - same One long consonant, not two bus stop — bu-stop ¢ big game - bi-game
consonant
Vowel - Vowel (front) A /j/ glide appears | am - |-yam ¢ theend - thee-yend
Vowel - Vowel (back) A /w/ dlide appears goon — go-won ¢ doit — do-wit
IntrusiveR Not standard in General American, but ideaof — idea-r-of

heard regionally

7.3 The American T: five behaviours of one letter

Nothing marks an American accent more than what happens to the letter T. It has five distinct behaviours, and
they are fully rule-governed.

Behaviour When Examples

Clear T /t/ At the start of aword or stressed syllable  take, today, attack, return

Flap T /c/ (soundslikeafast ~ Between two vowels when the water, better, city, later, matter, |etter, party, forty
D) following syllable is unstressed

Glottal stop /2/ Before /n/ or at the end of aword button, mountain, kitten, that one, quite



Behaviour When Examples

Dropped T After N, in casual speech interview — “innerview”; twenty — “twenny”;
internet — “innernet”; center — “senner”

T+Y o /tf/ Across word boundaries (palatalisation)  don’t you — “doncha’; got you — “gotcha’; meet
you - “meetcha’

Say these aloud until they are automatic: a little bit of butter - “aliddle biddof budder.” | got a lot of it - “I
gadda loddavit.” This single feature does more for perceived American-ness than any vowel.

7.4 Reductions: the forms nobody writes but everybody says

These are not slang and not incorrect. They are the normal spoken forms of standard phrases. Write the full
form; say the reduced one.

Written Spoken Written Spoken
going to (+ verb) gonna want to wanna

got to / have got to gotta haveto/ hasto hafta/ hasta
kind of / sort of kinda/ sorta let me lemme

give me gimme don’t know dunno

what do you... whaddaya what areyou... whatcha
alot of alotta out of outta
because "cause/ cuz should have shoulda
would have/ could have woulda/ coulda them ‘em
isnotit/isn'tit innit (regional) you all y'dl (Southern, spreading)
did you didja would you wouldja

REGISTER WARNING

Say gonna, wanna, gottain almost all speech, including job interviews — avoiding them sounds stiff and foreign.
Never write them in professional email, academic work, or any document, except when quoting speech directly in
fiction or dialogue. The gap between spoken and written normsis wide in English, and confusing thetwo isa
common and costly error.

7.5 Weak forms: the function words nobody fully pronounces

Word Strong form Weak form (normal) In a sentence

to /tu:/ /to/ | need tm go.

for /fo:r/ [/ Thisisfm you.



Word Strong form Weak form (normal) In a sentence

of /Av/ /av/ or [a/ acup m coffee
and /eend/ /en/ or /n/ bread ' n butter
can /kaen/ /kon/ | kmndoit.

are [a:r/ [/ Theym here.
have /heev/ lov/ | shouldm known.
your fjo:r/ fja/ What'sym name?

The comprehension payoff: can and can’t are distinguished in American speech mainly by stress and vowel,
not by the final T — which is often silent. | can go = /a1 ken 'gou/ (can is weak). | can't go = /a1 'keen? gou/
(can’t is stressed with afull vowel). If you cannot hear the difference, listen for which word is loud, not for the
T.

7.6 A connected-speech workout
Read each line first slowly and fully, then at speed with all the processes applied. Record both.

Written Connected

What do you want to do? Whaddaya wanna do?

Did you get alot of it? Didjagedaloddavit?

| would have told you about it. | wouldatoldjaabou’ it.

Sheisgoing to let me know. She’ s gonnalemme know.
Itisnot abad ideaat all. It's nada bad idea-r-at all.

Give them a couple of minutes. Gimme— giv' em a coupla minutes.

| have got to get out of here. | gotta ged oudda here.

Do you know what | mean? Y aknow whad | mean?/ Know whadda mean?

CHAPTER 7 SUMMARY

* Listening failure is usually a connected-speech problem, not a vocabulary problem.
*  Words link: consonant to vowel, doubled consonants merge, vowels get glides.

*  TheAmerican T has five behaviours; the flap and the glottal stop are the signature.
*  Reductions are standard spoken English — say them, never write them.

*  Function words have weak forms; can vs can't is about stress.




CHAPTER 8

Conversation Architecture

A conversation is not a random exchange. It has openings, turn signals, repair mechanisms, and closings.
Learn the architecture and social English stops feeling like improvisation.

8.1 The American greeting is not a question

“How areyou?’ / “How’sit going?’ / “What's up?’ are phatic expressions — social lubricant, not requests for
information. The expected answer is short, positive, and returns the question.

Greeting Standard reply

How are you? Good, thanks — how about you?

How’sit going? Not bad. You?

What's up?/’Sup? Not much. You?

How have you been? Pretty good, actually. Busy. How about you?
Hey, good to see you. You too! It's been awhile.

Cultural note: giving a genuine, detailed answer to “How are you?’ from a cashier or passing colleague is a
classic misfire. Save real answers for people who stop walking. Conversely, an American asking “We should
get coffee sometimel!” is usually expressing goodwill, not scheduling. If you want it to be real, propose a date on
the spot: “1’d love that — are you free Thursday?’

8.2 Small talk: the six safe topics and the four unsafe ones

Safe and expected Risky with people you do not know well

Weather & seasons » Weekend plans ¢ Sports ¢ Food Salary and money « Politics and religion « Age, weight,

and restaurants « Traffic and commuting « TV, film, appearance * Marital status and children (“When are you having

music ¢ Petse Travel » Work in general terms kids?") « Immigration status ¢ Health details « Cost of someone’s
possessions

Americans are informal but privacy-conscious about a specific set of topics. Questions that are ordinary
politeness in many countries— How much do you earn? Why aren’'t you married? How old are you? — read as
intrusive. Thisis not about your English; it is about topic selection, and it is easily fixed.

The small-talk engine: statement + question

The reliable formula is. observation - personal detail —» question back. Never |leave the other person
holding adead end.

* [0"Yes” (dead end)
* 0O*"Yeah, thetraffic was brutal today. | ended up taking the back roads. Do you drive in, or take the train?’



* [O0“ amfrom India”

* O"I'moriginaly from Bangalore — moved here three years ago for work. Have you always been in this
area?’

8.3 Turn-taking and back-channelling

Back-channels are the small noises listeners make to show they are engaged: mm-hm, right, yeah, wow, no
way, exactly, gotcha, | see. Silence while listening is interpreted in American conversation as disagreement,
confusion, or disengagement — not as respect. Speakers of cultures where silent attentiveness is polite are
frequently misread as cold or bored.

Move Signals Phrases

Takethefloor Y ou want to speak next Can| jumpin here?+ Actually, that reminds me... » Sorry —
quick thought on that...

Hold the floor You are not finished Hang on, let me finish that thought ¢« And the other thingiis... ¢

Just one more thing—

Yield the floor Y ou invite aresponse What do you think? « Does that match your experience? ¢
Anyway, that’s my take.

Back-channel You arelistening Mm-hm ¢ Right » Yeah  Sure » Wow ¢ That makes sense

8.4 Asking for clarification without losing face

Most learners nod when they have not understood, then lose the rest of the conversation. Native speakers ask for
repetition constantly. The trick is to be specific — vague requests force the speaker to repeat everything
identically, which does not help.

Instead of Say

What?/ Repeat please. Sorry, | missed that last part — could you say it again?

| don’t understand. When you say escalate, do you mean tell my manager?

Spesk slowly please. Would you mind slowing down alittle? | want to make sure | get thisright.

(silent nodding) L et me make sure I’ ve got this— you want the draft by Friday, and Priyareviewsit.
Isthat right?

How do you spell? Sorry, how do you spell that? | want to write it down correctly.

The paraphrase-check in row four is the highest-value clarification move in professional English. It confirms
understanding, demonstrates attention, and prevents expensive mistakes. Americans read it as competence, not
weakness.



8.5 Telling a story: the five-beat structure

Conversationa storytelling in American English follows a predictable arc. Learners often deliver the facts in
chronological order with no frame, and the story lands flat.

1.

2.

3.

4.

5.

Abstract — announce the story and its type. “ Okay, so the weirdest thing happened to me yesterday.”
Orientation — who, where, when, in one sentence. “| was at the DMV, maybe nine in the morning.”
Complication — the problem, told in the present tense for immediacy. “ So this guy walks up and...”
Resolution — what happened. “...and it turns out he was the manager.”

Coda — return to now, deliver the point. “1 still can’t believe it. Anyway, that’s my week.”

Two devices make stories sound native: the historical present (“So he says to me...” for a past event) and

q

uoted speech with like (*And I'm like, are you serious?"). The second is informal but universal in American

speech under about fifty.

8.6 Disagreeing without damage

Strength Phrase When

Softest | see what you mean, though | wonder if... Senior person, public setting

Soft That's fair — my only hesitationiis... Most professional contexts

Neutral | seeit abit differently. Peers, normal discussion

Firm I have to push back on that. When the stakes justify it

Direct | disagree, and here’ swhy. Close colleagues, or when asked directly

THE AMERICAN DISAGREEMENT PATTERN: YES-BUT-BECAUSE

Acknowledge - pivot — justify. “You’'reright that the timelineistight — but | think shipping late costs us
more than shipping small — because the client’ srenewal decisionisin March.”

Skipping the acknowledgement is the most common cross-cultural friction point in American offices. In many
cultures, restating the other position is redundant. In American professional culture, it isthe price of admission to
disagree.

8.7 Ending a conversation gracefully

Americans use a pre-closing signal before actually leaving. Walking away without one reads as abrupt.

Signal: “Well, | should let you go.” / “Anyway, |I've got to run.” / “Listen, this was great—"
Warm close: “It wasrealy good talking to you.” / “ Say hi to Danafor me.”
Futureframe: “Let’s catch up soon.” / “I'll email you that link.”

Exit: “Take care.” / “Have agood one.” / “See you Monday.”




CHAPTER 8 SUMMARY
“How areyou?’ isagreeting, not a question.
Six safe small-talk topics; four categories to avoid with strangers.
Answer with statement + question. Never dead-end.
Back-channel audibly; silence reads as disengagement.
Ask for clarification specifically; use the paraphrase-check.
Stories run: abstract, orientation, complication, resolution, coda.

Disagree with yes—but—because. Pre-close before leaving.




CHAPTER 9

Professional and High-Stakes Speaking

Meetings, interviews, presentations, and negotiations reward a narrow set of learnable verbal moves.
This chapter isthe script library for rooms where the outcome matters.

9.1 Meetings: the eight moves

Move

Language

Enter the discussion
Reclaim after interruption

Ask for detail

Buy time

Express concern
Commit

Decline or defer

Summarise and close

Can | add something here?  Building on what Dana said... ¢ Quick point on that—
Let mejust finish thisthought. « I'll come back to you — one second.

Can you walk me through the reasoning? « What's driving that number? « Help me understand
the trade-off.

Let me give that the thought it deserves and come back to you today. ¢ | want to check one thing
before | commit.

My concernis... » Therisk | seeis... ¢ | want to flag one thing.
I'll own that. « I'll have it to you by Thursday. « Consider it done.

| don’t have the bandwidth this week — could it wait until Monday? ¢ I d rather do it well than
fast.

So to recap: three actions— I'll do X, DanahasY, and we revisit Z on Friday. Anything |
missed?

THE MOST UNDER-USED POWER MOVE IN AMERICAN MEETINGS

Summarising at the end. Whoever states the recap effectively defines what the meeting decided, and is
remembered as the person who brought clarity. It requires no seniority, no perfect accent, and about twenty seconds.
If you say little else in a meeting, say the recap.

9.2 Interviews: the STAR method

American behavioural interviews ask “Tell me about a time when...”. The expected structure is STAR, and
interviewers are frequently scoring you against a rubric built on it. Rambling chronology scores poorly
regardless of how good the story is.

Element What to say Time
Situation One or two sentences of context. Where, when, what was at stake. 10-15 sec
Task Y our specific responsibility. Use“l,” not “we.” 10 sec

Action What you did, step by step. Thisis 60% of the answer. 60-90 sec



Element What to say Time

Result Outcome with a number if possible, plus what you learned. 20 sec

Weak: “ We had a lot of problems with the release, so the team worked really hard and eventually it went
okay.”

STAR: “ Last March our release was three weeks behind and the client had already announced the date.
[S] | wasresponsible for the test plan. [T] | re-scoped it — cut regression coverage to the top forty user
paths, automated eleven of themin two days, and ran daily fifteen-minute triage calls so blockers
surfaced early. [A] We shipped on the announced date with two known minor defects instead of an
unknown number, and the client renewed. What | took from it was that visible scope-cutting beats
invisible overtime. [R]”

The six questions you will almost certainly be asked
*  Tell meabout yourself. Ninety seconds: present role — relevant past — why thisjob. Not your biography.

*  Why do you want to work here? One specific fact about the company plus one link to your skill. Generic
praise scores zero.

*  What'syour greatest weakness? A rea one, plus the system you built to manage it. Never “1 work too
hard.”

* Tell meabout a conflict with a colleague. They are testing whether you assign blame. Describe the
resolution, not the villain.

*  Wheredo you seeyourself in five year s? Growth in this direction, not away from this job.

* Doyou have any questionsfor us? Alwaysyes, and at least two. “What does success ook like in the first
ninety days?’ is close to a perfect question.

9.3 Presentations: structure carries you when nerves do not

1. Hook (20 seconds). A number, aquestion, or aone-line story. Never “Today | am going to talk about...”.
2. Thesis (1 sentence). The one thing you want them to remember. Say it out loud early.

3. Roadmap. “I'll cover three things: what happened, why it matters, and what | recommend.”

4. Body in three. Three sections, each: claim - evidence — so-what.

5. Recap and ask. Repeat the thesis, state the decision or action you want.

Signposting phrase Function
Let me start with... / First up... Opening a section
That brings meto... / Which leads to... Transition
The key point hereis... / If you remember onething... Emphasis

To put that in perspective... Introducing a comparison



Signposting phrase Function

I’ll come back to that in a moment. Deferring a tangent

So, to bring thistogether... Closing

Great question. Two things— Handling Q& A

| don’t have that number in front of me— I'll follow up  Handling what you do not know
today.

DELIVERY: FOUR FIXES WORTH MORE THAN A HUNDRED SLIDES

*  Pauseinstead of filling. Every um can be asilent beat. Silence reads as authority; fillers read as searching.
Record yourself and count them.

*  Slow down 15%. Nervous speakers accel erate. Deliberate pacing is the cheapest credibility available.
* Land theends of sentences. Drop the pitch and hold. Trailing off undercuts even excellent content.

* Look at one person per thought group. Scanning the room reads as anxious; sustained contact for one full
sentence reads as confident.

9.4 Negotiation and pushback

Situation Language

Asking for more Based on the scope and what I’ ve seen for similar roles, | wastargeting arangeof X toY. Is
there flexibility there?

Buying time on an offer Thank you — I’'m genuinely excited. Could | have until Friday to review the full package?

Rejecting an unreasonable | can get you the analysis by Wednesday, or arough cut tomorrow. Which is more useful ?

deadline

Holding aline | understand the pressure. I’ m still not comfortable signing off on that number.

Turning down work | don't think I’'m the right person for this one — but Marcus has done exactly this twice.

Repairing an error That was my mistake. Here' s what happened, here'swhat |’ ve already fixed, and here’s how I'll
prevent it.

Note the pattern in row three: never refuse without offering an alternative. American professional culture
treats a bare “no” as obstruction and a “no, but here is what | can do” as leadership. The content may be
identical.



CHAPTER 9 SUMMARY

Eight meeting moves; the recap is the highest-leverage one.

Interviews: STAR, with 60% of airtime on Action and a number in the Result.
Presentations: hook, thesis, roadmap, three sections, recap and ask.

Delivery beats content for perceived confidence. Pause, slow down, land endings.

In negotiation, never refuse without an alternative.




CHAPTER 10

Idiom, Slang, and Register in the United States

Idioms are where a language keeps its history and its jokes. Register iswhereit keepsits social rules. Get

these wrong and perfect grammar will not save you.

10.1 Why American English is full of sports

Every culture builds metaphors from what it does. American business and political English is saturated with
baseball, football, and boxing. Learners who have never watched these sports hear these phrases as random

noise.
Idiom Source Meaning
ballpark figure Baseball A rough estimate
touch base Baseball Make brief contact
out of left field Baseball Unexpected, strange
step up to the plate Baseball Take responsibility
ahomerun/ knock it out of the park Baseball A complete success
three strikes and you' re out Baseball Final chance used up
drop the ball Football Fail at your responsibility
Monday-morning quarterback Football Someone who criticises with hindsight
aHail Mary Football A desperate |ast attempt
move the goal posts Football Change the criteriaunfairly
punt Football Defer or give up on something
the ball isin your court Tennis It isyour decision now
throw in the towel Boxing Giveup
below the belt Boxing Unfair, cruel
on the ropes Boxing Nearly defeated
aslam dunk Basketball A guaranteed success
full-court press Basketball Maximum coordinated effort




10.2 Idioms by domain

Domain Idiom Meaning

Work burn the midnight oil work very late

Work get the ball rolling start something

Work cut corners do something cheaply or carelessly
Work in the weeds overwhelmed by detail

Work circle back return to atopic later

Work low-hanging fruit the easiest gains

Work bandwidth available time and attention
Money break the bank cost too much

Money foot the hill pay for it

Money arip-off grossly overpriced

Money penny-pinching excessively fruga

Food apiece of cake very easy

Food spill the beans reveal a secret

Food bring home the bacon earn the income

Food take it with agrain of salt treat it scepticaly

Body keep an eye on monitor

Body get cold feet lose nerve

Body shoulder the blame accept responsibility

Body bite your tongue stop yourself from speaking
Time in the nick of time just barely intime

Time cal it aday stop working

Time once in a blue moon very rarely

Trouble bite the bullet endure something unpleasant
Trouble the elephant in the room the obvious unspoken problem
Trouble throw someone under the bus betray someone to protect yourself
Trouble ablessing in disguise abad event with a good outcome




HOW TO USE IDIOMS WITHOUT EMBARRASSING YOURSELF

* Recognise many, produce few. A misused idiom is far more noticeable than a plain sentence. Build a set of
twenty you use confidently.

*  Never modify an idiom. They are frozen. O spill the peas, (a slice of cake (for “easy”).

* Check the age of slang. Slang dates faster than any other language layer. Using teenage slang from a decade
ago marks you more than an accent does. When unsure, use the plain word.

* ldiomsareinformal. Almost none belong in academic writing or legal documents.

10.3 Regional American English

Region Markers Examples

South Vowel gliding (“drawl”), y'all, double y'al « fixin’ to « might could ¢ bless your heart
modals

New York / Northeast Non-rhotic in older speech, distinct /2:/ online (=inline) « stoop « wicked (Boston, =

Midwest / Great L akes

West / California

Pacific Northwest / Inland

Northern Cities vowel shift

Vowel fronting, like as a quotative

Close to General American

very)
pop (= soda) * ope ¢ you betcha

hella (Northern CA) « the 405 (with “the”) «
gnarly

sun break ¢ spendy

The famous national divide: soda/ pop / coke. In much of the South, coke means any soft drink (“What kind of
coke do you want?’ “Sprite.”). Other national splits: sneakers / tennis shoes, bag / sack, highway / freeway /
expressway, sub / hoagie/ grinder / hero.

10.4 Politeness norms that surprise newcomers

Norm

What it looks like

Why it matters

Say “please” and “thank you”

constantly

Apologise for small things

Soften commands

Praise generously in public

Criticise privately and gently

Respect personal space

Thanking a cashier, a bus driver, a colleague
who hands you a pen

“Sorry” for brushing past someone, for being
two minutes late

“Could you...” rather than “Do this.”

“Great job on that,” said openly in meetings

“Onething I’ d tweak next time...”

Roughly an arm’s length in conversation

Omitting these reads as rude even when tone
iswarm.

It isasocia lubricant, not an admission of
fault.

Direct imperatives are reserved for
emergencies and intimates.

Withholding praise is read as dissatisfaction.

Public criticism damages rel ationships
severely.

Standing closer causes visible discomfort.




Norm What it looks like Why it matters

Small talk before business Thirty to sixty seconds, then transition Opening with pure business can read as cold
— though far less so than in many cultures.

A nuance worth knowing: Americans are simultaneously more informal (first names with executives, casua
dress) and more procedurally polite (please, thank you, sorry, hedging) than many visitors expect. Informality is
not permission to be blunt.

10.5 Code-switching: the skill nobody teaches directly

Code-switching is moving between varieties or registers of alanguage according to audience and setting. Every
competent American speaker does it — between a boardroom and a barbecue, between a text message and a
report.

Setting Register Sample

Text to afriend Intimate omw, running like 10 min latelol

Slack to ateammate Casual professional hey — running ~10 behind, start without me?

Email to aclient Formal professional Apologies— I'm running about ten minutes behind. Please feel

free to begin without me.

Written report Formal The session commenced at 10:10 due to a scheduling delay.

Learn to hear which room you are in. The most common failure among advanced learners is not lack of
vocabulary — it is using textbook formality with friends (“1 am delighted to make your acquaintance”) or casua
reductions in writing (“gonna send it tmrw”). Both are register errors, and both are fixable by consciously
collecting language in pairs: the formal version and the casual version of the same act.

CHAPTER 10 SUMMARY

*  American idiom is heavily sports-derived; learn the source and the meaning sticks.
* Recognise many idioms, produce a confident few, never modify them.

*  Slang dates fast; when unsure, use the plain word.

*  Regional varieties differ in vowels and vocabulary; none is wrong.

*  American politeness = informal address plus heavy procedural courtesy.

* Code-switching is the master skill. Collect language in formal/casual pairs.




PART IlI

WRITING

Wkiting is speech that cannot defend itself. Every ambiguity you
leave on the page will be read at the wor st possible moment,
by the least generous reader.

11. The Sentence
12. Paragraph, Essay, and Argument
13. Style: Clarity, Rhythm, and Force
14. Practical Writing for Real Life



CHAPTER 11

The Sentence

Everything in writing is built from one unit. Master the sentence and the paragraph follows; neglect it and
no amount of structure will save you.

11.1 The clause: the atom of English syntax

A clauseisasubject plus afinite verb. Anindependent clause can stand alone (The dog barked). A dependent
(subordinate) clause cannot (because the dog barked) — the subordinating word makes it lean on something
else.

Type Structure Example Effect

Simple One independent clause The evidence was thin. Force. Finality. Use for your
most important point.

Compound Two independent clauses The evidence was thin, but thejury ~ Balance, contrast, equal weight.
joined convicted.
Complex One independent + one or Although the evidence was thin, Subordination — shows what
more dependent the jury convicted. matters more.
Compound-complex Two or more independent + Although the evidence was thin, Complexity; use sparingly.
at least one dependent the jury convicted, and the judge
said nothing.

THE SUBORDINATION PRINCIPLE
Which idea goesin the main clause isarhetorical decision, not agrammatical one. Compare:

Although she failed the exam, she learned a great deal. - emphasises learning.
Although she learned a great deal, she failed the exam. — emphasises failure.

Same facts. Opposite message. The main clause is where you put what you want remember ed. Most weak
writing puts the important ideain a subordinate clause and buriesit.

11.2 Punctuation that actually changes meaning

Mark Job Example

Comma Separates elements; prevents misreading Let's eat, Grandma. / Let’s eat Grandma.
Semicolon Joinstwo closely related independent clauses ~ The data was clear; the conclusion was not.
Coalon Announces what follows— alist, an She wanted one thing: proof.

explanation, a punchline
Em dash Interruption, emphasis, or adramatic aside The witness — the only one — recanted.

Parentheses Whispered aside; lowers the volume The report (all 400 pages) arrived Friday.



Mark Job Example

Apostrophe Possession or omission the dog’ s bowl « the dogs' bowls e it's=itis; its=
belonging to it

The three punctuation errors that mark an amateur

1. Comma splice — joining two independent clauses with only acomma. [ The meeting ran late, we missed
the train. Four fixes. a period; a semicolon; a comma plus a coordinating conjunction (and, but, or, so, for,
nor, yet); or subordination (Because the meeting ran late, we missed the train).

2. Its/it's—it'sisalways“itis’ or “it has.” Itsis possessive. No exceptions.
3. Thedangling modifier — an opening phrase must describe the subject that follows. 0 Walking into the

room, the smell was overwhelming. (The smell was not walking.) O Walking into the room, | found the
smell overwhelming.

The Oxford comma: the comma before and in a list. American style guides disagree — the Chicago Manual
and most book publishers require it; Associated Press style omits it. Choose one and be consistent. The classic
argument for it: “ 1’d like to thank my parents, Ayn Rand and God.”

11.3 Active and passive voice: atool, not a sin

Voice Structure Example
Active Doer - action - receiver The committee rejected the proposal.
Passive Receiver - be + participle (— by doer) The proposal was rejected (by the committee).

Active voice is usualy shorter, clearer, and assigns responsibility. But the blanket instruction “never use
passive” is bad advice given by people repeating a rule they have not examined. Use the passive deliberately
when:

The doer is unknown or irrelevant: The building was constructed in 1892,

The receiver isthe topic of the paragraph: The vaccine was tested on 40,000 subjects. (We are talking about
the vaccine, not the testers.)

Scientific convention requires it: The samples were incubated at 37°C.
Y ou want to soften blame diplomatically: Mistakes were made. — which is also exactly why politicians
loveit, and why readers distrust it.

The real rule: passive voice becomes a problem when it hides an agent that the reader needs. Ask of every
passive: could someone use this sentence to avoid saying who did it? If yes, rewrite.



11.4 Nominalization: the number-one killer of clear prose

A nominalization is a verb or adjective turned into a noun: decide — decision, discuss — discussion, fail —
failure, able - ability. The action gets frozen into an object, and the sentence needs a weak verb (make, have,
conduct, provide, perform) to prop it up.

ONominalized (bloated) O Verbal (direct)

We conducted an investigation of the incident. We investigated the incident.

The committee reached a decision. The committee decided.

Thereis aneed for improvement in our documentation. We must improve our documentation.
The implementation of the policy was carried out by the The team implemented the policy.
team.

Our recommendation is the adoption of the second option. We recommend the second option.

THE CLARITY ENGINE — TWO QUESTIONS

Joseph Williams reduced most of English style to two tests. Apply them to any sentence that feels heavy:

1. Arethemain charactersthe grammatical subjects? If your sentence is about a team, the word team should
be the subject — not implementation.

2. Aretheimportant actionsthe verbs? If the real action is decide, the verb should be decided — not reached a
decision.

Fix those two things and roughly 80% of unclear professional writing becomes clear with no other change.

11.5 Parallelism: matching forms carry matching ideas

Items in a series must share grammatical form. Violations are jarring even to readers who cannot name the
problem.

* OShelikes hiking, to swim, and bike rides. [0 She likes hiking, swimming, and biking.

* [OThejob requires accuracy, being patient, and you must be able to travel. O The job requires accuracy,
patience, and a willingnessto travel.

*  Correlative pairs must bracket equal structures: not only X but also Y; either X or Y; both X and Y. [0 She not
only wrote the report but also the summary. [0 She wrote not only the report but also the summary.

Parallelism is also the engine of rhetorical power. “ Government of the people, by the people, for the people” is
three prepositional phrasesin identical shape; the repetition is the argument. “We shall fight on the beaches, we
shall fight on the landing grounds, we shall fight in the fields” builds by refusing to vary the frame. See Chapter
13.



11.6 Sentence rhythm: length is a rhetorical instrument

Uniform sentence length is the most common cause of prose that is technically correct and unreadable. Vary it
deliberately.

This sentence has five words. Here are five more words. Five-word sentences are fine. But several
together become monotonous. Listen to what is happening. The writing is getting boring. The sound of it
drones. It islike a stuck record. The ear demands some variety.

Now listen. | vary the sentence length, and | create music. Music. Thewriting sings. It has a pleasant
rhythm, a lilt, a harmony. | use short sentences. And | use sentences of medium length. And sometimes,
when | am certain the reader isrested, | will engage himwith a sentence of considerable length, a
sentence that burns with energy and builds with all the impetus of a crescendo, theroll of the drums, the
crash of the cymbals — sounds that say listen to this, it isimportant.

Adapted from Gary Provost's widely quoted demonstration of sentence variety.

Short sentences (1-8 words) land verdicts. Put your thesis and your conclusions here.
Medium sentences (920 words) do the ordinary work of explanation.

L ong sentences (25+ words) accumulate, qualify, and build — but only if their structureis paralel and
their subject staysvisible.

A long sentence followed by a very short one isthe most reliable emphasis device in English prose. Use it
once per page, not once per paragraph.

CHAPTER 11 SUMMARY

Four sentence types; the main clause holds what you want remembered.
Comma splice, itd/it’'s, and dangling modifiers are the three amateur markers.

Passive voice is legitimate when the agent is unknown, irrelevant, or off-topic — and dishonest when it
hides someone.

* Nominalization is the main cause of bloated prose. Characters as subjects, actions as verbs.
Parallel form carries parallel meaning, and drives rhetorical power.

Vary sentence length on purpose. Long, then very short, for emphasis.




CHAPTER 12

Paragraph, Essay, and Argument

A paragraph is a unit of thought with a job. An essay is a chain of such units under one claim. An
argument is what makes the chain hold weight.

12.1 The anatomy of a working paragraph

Element

Function

Typical position

Topic sentence

Development

Analysis

Link

States the paragraph’s single claim

Evidence, example, data, quotation, reasoning

Explains why the evidence supports the claim

Connects to the next paragraph or back to the
thesis

First sentence (occasionally second, after a
transition)

Middle

After each piece of evidence — the most
commonly skipped step

Last sentence

The one-idea test: if you cannot state a paragraph's point in a single sentence, it contains more than one
paragraph. Split it. Paragraph breaks are a reader's rest stops, long undifferentiated blocks are read less
carefully, and on screens they are often not read at all.

12.2 Cohesion: the given—new contract

Cohesion is the sentence-to-sentence flow that makes prose feel smooth. It is not a matter of adding transition
words; it is a matter of information order.

THE RULE

Begin each sentence with old information. End it with new infor mation. The new information at the end of one
sentence becomes the old information at the start of the next. This is the given—new contract, and it is the single
most useful technique in expository writing.

Choppy (new information first each time):
Arisein sea level is one consequence of glacial melting. Coastal cities face displacement risk.
Infrastructure investment is required by these risks.

Cohesive (each sentence starts from where the last ended):
Glacial melting raises sea levels. Rising seas threaten coastal cities with displacement. That threat is
now forcing those cities into enormous infrastructure investment.

Notice that the second version adds no transition words at all. Flow came from ordering, not from however and
furthermore. Overuse of transition wordsis usually a symptom of broken information order.



Relationship

Connectives

Addition
Contrast
Cause
Example
Concession
Sequence
Emphasis

Summary

also, furthermore, moreover, in addition, what is more

however, yet, nevertheless, on the other hand, by contrast, whereas

because, since, therefore, consequently, as aresult, thus, hence

for instance, for example, notably, in particular, to illustrate

admittedly, granted, although, it is true that, while
first, next, subsequently, finaly, meanwhile
indeed, in fact, above al, crucialy

in short, in sum, ultimately, on balance

12.3 Six paragraph patterns

Pattern When to use Sighature move

Illustration Abstract claim needs grounding Claim - “For example...”

Comparison / contrast Two options, texts, or periods Either point-by-point or block structure — choose one,
do not mix

Cause and effect Explaining why something happened Distinguish correlation from cause explicitly

Definition A contested or technical term Genus + differentia: “X isakind of Y that differsby Z”

Process How something works or is done Chronological with clear steps

Narration Anecdote as evidence or hook Scene, tension, turn — then the point

12.4 Essay architecture

Section Job Common failure

Hook Earn the next thirty seconds Dictionary definitions; “ Since the dawn of time”

Context Give only the background needed for the claim Summarising the whole topic

Thesis A single arguable sentence stating your position A topic instead of aclaim
and your reason

Body x 3-5 One claim per paragraph, evidence, analysis Quoting without explaining

Counterargument The strongest objection, fairly stated, then Attacking aweak version (astraw man)
answered

Conclusion What followsiif you are right — stakes, Merely repeating the introduction

implication, next question




THESIS: TOPIC VS. CLAIM

OTopic: “This essay discusses symbolism in The Great Gatsby.” — Nobody can disagree with this. It isan
announcement, not an argument.

O Claim: “In The Great Gatsby, Fitzgerald uses the green light not to symbolise hope but to exposeit asa
mechanism of self-deception — which iswhy the novel refuses Gatsby a moment of clarity even at his death.”

Test your thesis: can an intelligent, informed person disagree with it? If not, it is not athesis. Add the word
because and see whether a reason follows naturally; if it cannot, you have a topic.

12.5 The structure of an argument

Philosopher Stephen Toulmin gave the most practical model of everyday argument. It has three essential parts
and three optional ones.

Part Question it answers Example

Claim What are you asserting? The city should expand bus service.

Grounds What evidence supportsit? Ridership rose 22% while service hours stayed flat.

Warrant Why does that evidence support that (Unstated:) Public services should scale with demand.
clam?

Backing Why should we accept the warrant? Transit equity research; the city’s own charter.

Qualifier How strong is the claim? In most corridors... / Probably ...

Rebuttal When would the claim not hold? Unless ridership growth is concentrated in one line.

Thewarrant iswhere most arguments actually fail, and it is aimost always unstated. Two people looking at
identical evidence and reaching opposite conclusions usually hold different warrants. When an argument stalls,
stop producing more evidence and surface the warrant instead.

12.6 Logical fallacies worth recognising

Fallacy Form Example

Ad hominem Attack the person, not the argument “She'snot ascientist, so her point is worthless.”

Straw man Refute a distorted version of the “Y ou want zero enforcement” — said of someone urging
opposing view reform.

False dilemma Present two options when more exist “Either we cut the budget or we go bankrupt.”

Slippery slope Assume one step leads inevitably to an “If we dlow this, nothing will be off limits.”
extreme

Post hoc Assume sequence proves cause “Salesrose after the rebrand, so the rebrand worked.”

Hasty generalisation Conclude from too few cases “Two of my friends failed, so the programme is bad.”

Appeal to authority Cite an authority outside their field A famous actor on vaccine safety.



Fallacy Form Example

Circular reasoning The conclusion is smuggled into the “It’ s the best method because no method is better.”
premise
Equivocation One word, two meanings, mid-argument ~ “Evolutionisjust atheory” — scientific vs. casua sense
of theory.
Appeal to nature Natural = good “It'snatural, so it's safe.”

12.7 Handling the counterargument

Weak essays ignore opposition. Mediocre essays mention it and dismiss it. Strong essays state the strongest
opposing case so well that a reader who holds it feels understood — and then explain precisely why it does not
decide the question.

* Concede genuinely: “The strongest objection isthat... and it hasreal force, because...”

* Limit the concession: “That istrue where X holds. It does not hold here, because...”

* Or absorb it: “This objection is correct, and it actually strengthens my point, because...”

This moveis caled steelmanning — the opposite of a straw man. It costs you nothing and it is the fastest way
to be taken seriously by an educated reader.

CHAPTER 12 SUMMARY

*  Oneideaper paragraph: topic sentence, evidence, analysis, link.

*  Cohesion comes from given—new information order, not transition words.

* A thesisisarguable; atopic isnot. Test with because.

* Toulmin: claim, grounds, warrant. Arguments usualy fail at the unstated warrant.
* Learn the ten common fallacies well enough to name them in your own drafts.

*  Steelman the opposition. It is the cheapest credibility in writing.




CHAPTER 13

Style: Clarity, Rhythm, and Force

Grammar makes a sentence correct. Syle makes it land. This chapter is about the difference, and about
the fact that style is a set of decisions, not a personality trait.

13.1 Clarity is a courtesy, not a limitation

Difficult writing is frequently mistaken for deep thinking — including by the person doing it. Research on
academic prose consistently finds that unnecessarily complex writing is judged as less intelligent by expert
readers, not more. Complexity should live in your ideas, never in your syntax.

OlInflated O Plain
utilise use

in order to to

at thispoint in time now
due to the fact that because
in the event that if
alarge number of many
prior to / subsequent to before / after
facilitate help

it isimportant to note that (delete)
thereis apossibility that may
make an assessment of assess
onadaily basis daily

in the near future soon
has the ability to can

13.2 Concision: the delete list

Most first drafts can lose 20-30% of their words with no loss of meaning. Run this checklist on anything that

meatters.

1. Empty openers. Thereis/ thereare/ itisconstructions usually bury the real subject. There arethree
reasons that explain the failure — Three reasons explain the failure.

2. Redundant pairs. each and every, first and foremost, full and complete, basic fundamentals, past history,
end result, advance planning.



3. Wind-up phrases. The purpose of thisreport isto examine... — Thisreport examines... - or delete and
start with the finding.

4. Weak intensifiers. very, really, quite, rather, somewhat, actually, basically, literally. If a stronger word
exists, useit: very tired - exhausted; very important — critical.

5. Hedge stacking. It seemsthat it may possibly be the case that... One hedge is honest; three is cowardice.

6. Restating the obvious. In conclusion, as| stated earlier... The reader was there.

13.3 Diction: concrete beats abstract, and the ear knows why
Return to the Germanic/Latinate split from Chapter 1. It isthe most powerful style lever in English.

Abstract / Latinate Concrete / Germanic Effect of the change

She experienced significant emotional She cried for three days. The reader sees something.
distress.

The organisation terminated his They fired him. The euphemism drops away.
employment.

Precipitation is anticipated. It will rain. Nine syllables become three.
Utilise available resources efficiently. Use what you have. A rule becomes advice.

Orwell's diagnosisin “Politics and the English Language” (1946) remains the clearest statement of the problem:
abstract Latinate diction lets a writer avoid committing to a picture, and therefore to a meaning. His famous
demonstration trand ated a passage of Ecclesiastes into modern bureaucratic English and let the reader watch the
life drain out of it.

“| returned, and saw under the sun, that the race is not to the swift, nor the battle to the strong. .. but time
and chance happeneth to themall.”

- " Objective consideration of contemporary phenomena compels the conclusion that success or failure
in competitive activities exhibits no tendency to be commensurate with innate capacity...”

Ecclesiastes 9:11 (King James Version, public domain), and Orwell’s parody of it.



ORWELL'’S SIX RULES — AND THE HONEST CAVEAT

Never use a metaphor, simile, or figure of speech you are used to seeing in print.
Never use along word where a short one will do.

If it is possible to cut aword out, always cut it out.

Never use the passive where you can use the active.

a H W NP

Never use aforeign phrase, a scientific word, or ajargon word if you can think of an everyday English
equivalent.

6. Break any of these rules sooner than say anything outright barbarous.
The caveat: rule 4 isoverstated (see 11.3), and rule 5 failsin technical writing where the precise term is the clear

term. Rule 6 exists because Orwell knew this. Treat the list as a set of defaults to override consciously, not
commandments.

13.4 The music of prose

Device Definition Example

Anaphora Repeating the opening words of “We shall fight on the beaches, we shall fight on the
successive clauses landing grounds...”

Epistrophe Repeating the closing words “of the people, by the people, for the people”

Tricolon A group of three, usualy rising “Veni, vidi, vici.”

Antithesis Balanced opposition “Ask not what your country can do for you — ask what

you can do for your country.”

Chiasmus ABBA reversal of structure “Never let afool kissyou, or akissfool you.”
Asyndeton Omitting conjunctions for speed “Hewastired, hungry, done.”

Polysyndeton Adding conjunctions for weight “and the rain and the wind and the cold”

Periodic sentence Main clause withheld until the end “ After the votes, the recounts, and the lawsuits, she won.”
L oose sentence Main clause first, details trailing “She won, after the votes, the recounts, and the lawsuits.”

The read-aloud test. Every professional writer uses it. Read your draft out loud. Wherever you stumble,
hesitate, or run out of breath, the sentence is broken — not because reading aloud is arule, but because your ear
was trained on English rhythm long before your eyes were trained on English grammar. Trust the ear.

13.5 Tone: the reader’s sense of who you are

Tone Built from Right for
Authoritative Short declaratives, few hedges, concrete nouns, active Recommendations, expert writing
verbs

Warm Second person, contractions, questions, everyday words Email to colleagues, teaching, marketing



Tone Built from Right for

Neutral / objective Third person, measured qualifiers, no intensifiers Reports, journalism, science
Urgent Short sentences, present tense, imperatives, numbers Incident reports, callsto action
Reflective Longer sentences, subordination, qualification Essays, memoir, literary analysis

Tone is produced by measurable choices, which means it can be diagnosed and changed. If a draft feels cold,
count your contractions and second-person pronouns — you probably have none. If it feels unserious, count
your intensifiers and exclamation points.

13.6 A revision process that works

1. Draft badly, fast. Separate generating from judging. Editing while drafting is the most common cause of
writer’s block.

2. Structural pass. Print or export it. Write the point of each paragraph in the margin in five words. If you
cannot, the paragraph is broken. Reorder freely.

3. Paragraph pass. Check topic sentences and given—-new flow.
Sentence pass. Nominalizations, passives that hide agents, parallelism, length variation.
Word pass. The delete list from 13.2. Cut 15% by word count as a hard target.

o o &

Read-aloud pass. Fix everything you stumble on.

7. Cold pass. Twenty-four hours later, or read it in adifferent font. Both tricks defeat the brain’s tendency to
read what it intended rather than what is there.

CHAPTER 13 SUMMARY

*  Complex syntax isread as less intelligent, not more.

*  Cut 20-30% from any first draft using the delete list.

*  Concrete Germanic words create pictures; abstract L atinate words hide meaning.
*  Orwell’srules are strong defaults, not laws — rule 6 is the important one.

* Anaphorg, tricolon, antithesis, chiasmus: learnable devices, not talent.

*  Toneis produced by countable choices, so it can be edited.

* Revisein passes. Never fix acomma before you fix the structure.




CHAPTER 14

Practical Writing for Real Life

Templates and principles for the documents that actually determine outcomes. the email, the message, the
résumeé, the essay that decides an admission, and the report nobody wants to read.

14.1 Email: the format Americans expect

Element Rule Example

Subject Specific, and contains the action or deadline  [0“Question” [ “Q3 budget — need your sign-off by Thu”

Greeting Hi [First name] is the safe professional “Hi Dana,” « formal: “Dear Ms. Reyes,” « avoid “Dear
default Sir/Madam”

First line State the purpose immediately. No “1"m writing to confirm Thursday’ s deadline and flag one
throat-clearing. risk.”

Body One idea per paragraph; bullets for more —
than three items

Ask Explicit, singular, with a date “Could you approve the attached by end of day

Wednesday?’
Close Best / Thanks/ Regards + your name Avoid “Yoursfaithfully” (British) in US business email.
BEFORE / AFTER

OBefore: “Dear Sir, | hope this email finds you well. | am writing to you regarding the matter of the document
which we discussed in our previous conversation last week, and | would be most grateful if you could kindly
consider providing me with your valuable feedback at your earliest possible convenience. Thanking you in
advance.”

O After:
Subject: Feedback on the vendor contract — by Wed?

Hi Sam,

Following up on last week’ s conversation — the vendor contract draft is attached.

Could you send comments by Wednesday? Legal needs the final version Friday.

Thanks,

Priya

The second is 40 wordsinstead of 70, and it is more polite — because it respects the reader’ s time and tells them

exactly what to do. In American professiona culture, brevity isaform of courtesy, and elaborate deference reads
as either foreign or evasive.




14.2 The apology, the bad news, and the chase

Situation Structure Model line
Apology for a mistake Ownit - impact - fix - prevention.  “l sent the wrong version — that’s on me. The correct file
No excuses paragraph. is attached, and I’ ve added a check to the release list so it
doesn’t repeat.”
Delivering bad news Context — news — reason — what “After reviewing all four proposals, we've decided to go in
happens now another direction. Y our pricing was strong; the timeline

was the deciding factor.”

Chasing a non-reply Assume goodwill - restatethe ask — “Bumping thisin case it got buried — do you need
make it easy anything from me to approve the draft?’

Saying no Thanks — clear no - aternativeif “Thanks for thinking of me. | can’t take this on this quarter
possible — but I’d be glad to review the outline.”

14.3 Résumé lines that survive a six-second scan

American résumés are scanned, often by software first and then by a human for roughly six seconds. The unit
that mattersisthe bullet, and the formulais consistent.

THE BULLET FORMULA
[Strong verb] + [what you did] + [scope/scale] + [measur able result]

0“Was responsible for handling the testing process for mobile applications.”
O “Built an automated regression suite for 3 mobile apps, cutting rel ease testing from 4 days to 6 hours.”

Verbsthat work: built, led, launched, cut, grew, negotiated, redesigned, automated, resolved, secured, streamlined,
migrated, mentored, delivered.
Verbsto avoid: was responsible for, helped with, worked on, assisted, participated in, involved in.

*  Numbersbeat adjectives. “ Significantly improved performance” means nothing; “cut page load from 4.2s
to 1.1s” means everything.

*  Onepage for under ten years of experience; two pages beyond that. Thisis a US-specific norm.

*Nophoto, no age, no marital status, no nationality. Standard in much of the world; in the United States it
creates legal risk for the employer and gets résumés discarded.

* Mirror thejob posting' s vocabulary whereit is honest to do so. Applicant tracking systems match on
terms.

14.4 The personal statement / college essay

This is the most misunderstood document in American education. It is not a résumé in prose and not a list of
achievements. It is evidence of how you think. Admissions readers spend a few minutes per essay and are
looking for a specific, human, self-aware voice.



1. Start inside a moment, not with a summary. A scene with atime, a place, and a problem. Not “Ever
since | was young, | have been passionate about...”.

2. Choose small over impressive. An essay about repairing a bicycle with your grandmother will outperform
an essay about a service trip, because it can contain specific detail nobody else could invent.

3. Show the changein your thinking. The pivot isthe essay. What did you believe before, and what shifted?

4. Reflect, do not conclude. Endings that state the lesson explicitly (“I learned that hard work pays off")
collapse the essay. Trust the reader.

5. Sound like a person. Read it aloud. If it does not sound like something you could say, rewrite it.

14.5 The memo and the short report

American business writing follows the BLUF principle — Bottom Line Up Front. Give the conclusion first,
then the support. This inverts the academic habit many learners bring, in which the conclusion earns its place at
the end.

Section Content Length

Bottom line The recommendation or finding, in one or two sentences 2lines

Background Only what is needed to evaluate it 1 short paragraph
Findings Numbered, each with evidence Bulleted

Options Each with cost, risk, and trade-off Tableif more than two
Recommendation Which option, why, and what you need from the reader 3-5lines

Appendix The detail nobody will read but everyone wants available Unlimited

14.6 Register across channels: the same message, four ways

Channel Message

Text hey can u look at the deck before 3? thx

Slack / Teams Hey — could you take a quick look at the deck before 3? Mainly slide 6.

Email Hi Alex, Could you review the attached deck before 3pm today? I’ d especially value your read on slide

6 (the pricing scenarios). Thanks, Priya

Formal letter Dear Mr. Chen, | am writing to request your review of the enclosed presentation prior to the 3:00 p.m.
session. Y our assessment of the pricing scenarios on page 6 would be particularly valuable. Sincerely,
PriyaRao




CHAPTER 14 SUMMARY
Email: specific subject, purposein line one, one explicit ask with a date.
Brevity is politeness in American professiona writing.
Apologise by owning it and fixing it — not by explaining at length.
Résumé bullets: verb + action + scale + measurable result. No photo, no age.
The personal statement shows how you think, through one small specific story.
Business writing is BLUF: bottom line up front.

Match register to channel deliberately.




PART IV

READING LITERATURE

Literature isthe laboratory in which English is pushed to its limits.
Learnto read it closely and every other use of the language —
a contract, an argument, an apology — becomes legible.

15. What Literature Is and How to Read It
16. Close Reading: The Core Technique
17. Figurative Language and Literary Devices
18. Poetry: Line, Meter, Sound, Form
19. Fiction: Plot, Character, Voice, Time
20. Drama: Action, Conflict, Performance
21. Nonfiction, Essay, and Rhetoric



CHAPTER 15

What Literature Is and How to Read It

Before technique, a working definition and an honest account of why this is worth your time — followed

by the four levels of reading, only one of which most people ever learn.

15.1 A usable definition

There is no clean boundary between literature and other writing, and every attempt to draw one has failed. What

survivesisafamily of features. A text isliterary to the extent that:

* ltsformispart of its meaning. Y ou cannot paraphrase a poem without destroying it. Y ou can paraphrase a

memo perfectly.

* It rewardsrereading. Information writing is used up in one pass; literature yields more on the second and
fifth.

* Languagedraws attention to itself. Rhythm, image, and sound do work beyond conveying facts.

* It createsrather than reports experience. It puts you inside a mind or amoment rather than summarising
it.

* It tolerates ambiguity. In alegal document, ambiguity is a defect. In literature, it is frequently the point.

THE MOST USEFUL REFRAME FOR A NEW READER

Stop asking “ What is the author trying to say?” — asif the text were a coded message with one answer the teacher
aready has. Ask instead: “What doesthistext do, and how doesit doit?”

The first question makes reading a guessing game with an authority. The second makes it an investigation with
evidence — which iswhat literary study actualy is.

15.2 Why read literature — the case, stated carefully

Claim Strength of the evidence

It buildsvocabulary and syntacticrange.  Strong. Literary prose has far higher lexical diversity than speech or

journalism.
It trainstolerance for ambiguity and Strong as an argument from the nature of the task; hard to measure directly.
complexity.
It improvesthe ability to model other Suggestive. Some experimental studies find short-term effects for literary
minds (theory of mind, empathy). fiction; replication has been mixed. Believe it moderately, not evangelically.
It gives accessto cultural reference. Strong and practical. Allusions to Shakespeare, the Bible, and Greek myth

saturate American public language.

It isa pleasurethat deepenswith skill. The honest core of the case, and the one that keeps people reading for life.




15.3 The four levels of reading

Mortimer Adler's framework, still the clearest map available. Most adults operate permanently at level one and
occasionally at level two.

Level What it is Question it answers Time
1. Elementary Decoding — what do the words say? What does this sentence mean? Automatic for a
literate adult
2. Inspectional Systematic skimming: title, contents, opening  What kind of book isthis, andis it 15-30 minutes
and closing pages, afew paragraphs worth my time?
3. Analytical Full, structured reading of one text: classify What exactly isthis saying, isit Hours to weeks

it, state its unity, outlineits parts, identify its  true, and does it matter?
key terms, judgeit

4. Syntopical Reading many texts on one question and What is the shape of the debate, and ~ Months
constructing your own position from them wheredo | stand?

Wher e students go wrong: they attempt level 3 without ever doing level 2, so they read every page with equal
attention and run out of energy by chapter four. Inspect first. Decide what the book is doing. Then read it

properly.

15.4 Where does meaning come from?

Three answers have dominated, in sequence, and each is partly right. Knowing al three lets you argue at
university level.

Location Position Problem

Theauthor The text means what the writer intended. We usually cannot know the intention, and authors
misreport their own work. Wimsatt and Beardsley
called reliance on it the intentional fallacy.

Thetext Meaning livesin the words on the page and their ~ Treats the text asiif it fell from the sky, ignoring
structure. Thisisformalism / New Criticism. history, palitics, and the reader.

Thereader Meaning is produced in the act of reading; Risks the conclusion that atext can mean anything,
different readers produce different meanings which no serious critic accepts.

(reader -response).

The working position of most practising critics. meaning is constrained by the text, activated by the reader,
and illuminated — not settled — by what we know of the author and the period. An interpretation is judged not
by whether it is “right” but by whether it accounts for more of the text than the alternatives. That is the
standard you will be graded on.



15.5 How to actually read: a protocol

1.

Read oncefor pleasure and plot. Do not annotate. Do not stop for every word. Let it happen to you.
Anything you fail to understand, mark with alight dot and keep moving.

Note your reactions before analysing them. Where were you bored? Confused? Moved? Surprised? Y our
reactions are data, and they are the raw material of every interpretation you will later defend.

Read again with a pencil. Now annotate: repeated words, images, shiftsin tone, anything strange.

Ask what is strange and why. Interpretation begins at friction. A word that feels wrong, a scene that
seems unnecessary, a sentence that breaks the pattern — these are where the text is doing something
deliberate.

Formulate a claim you could be wrong about. Then test it against the whole text, hunting deliberately for
counter-evidence.

ANNOTATION SHORTHAND WORTH ADOPTING

? confused « ! surprising or striking « m circle repeated words * « connects to another passage ¢ T tone shift
m turning point « m possible theme ¢ underline diction that surprises you

Annotation is not decoration. Its purpose is that on the second pass, your first self is awitness you can interrogate.

CHAPTER 15 SUMMARY

* Literature = form is meaning, rereading rewards, ambiguity is afeature.

* Ask what the text does, not what the author was “trying to say.”

*  Four levels of reading; inspect before you analyse.

* Maeaning is constrained by text, activated by reader, illuminated by context.
* Interpretation begins at friction — what is strange, and why?




CHAPTER 16

Close Reading: The Core Technique

Close reading is the microscope of literary study: sustained attention to a short passage, in which every
choiceistreated as a choice. Everything else in this Part depends onit.

16.1 The eight things to look at

Element Questions to ask

Diction (word choice) Why this word and not its synonym? Is it Germanic or Latinate, concrete or abstract, formal or
colloquial, archaic or current? What are its connotations?

Syntax (sentence structure) Long or short? Where does the main clause sit? Is anything inverted, interrupted, repeated, or
withheld?

Imagery Which senses are engaged? Do the images cluster into a pattern (light, disease, money, water)?

Figurative language What is compared to what — and what does the comparison assume?

Sound Rhythm, rhyme, aliteration, harshness or smoothness. Read it aloud and listen.

Structure Where doesit turn? What comes first, what is delayed, how does it end?

Toneand voice What is the speaker’s attitude to the subject, and to us? Does it shift?

Gapsand silences What is conspicuously absent? Who does not speak? What question does the text refuse to
answer?

16.2 Worked example: Shakespeare, Sonnet 73

That time of year thou mayst in me behold

When yellow leaves, or none, or few, do hang

Upon those boughs which shake against the cold,

Bare ruin’d choirs, where late the sweet birds sang.

In methou see’ st the twilight of such day

As after sunset fadeth in the west,

Which by and by black night doth take away,

Death’s second self, that seals up all in rest.

In me thou se€’ st the glowing of such fire

That on the ashes of hisyouth doth lig,

As the death-bed whereon it must expire,

Consum’ d with that which it was nourish’d by.
Thisthou perceiv’ st, which makes thy love more strong,
To love that well which thou must leave ere long.

William Shakespeare, Sonnet 73 (1609). Public domain.



Structure: three images and a turn

The poem is a Shakespearean sonnet: three quatrains and a closing couplet, rhyming ABAB CDCD EFEF GG.
Each quatrain gives one metaphor for ageing, and each opens with a variation on the same phrase — That time
of year thou mayst in me behold / In me thou see'st / In me thou see'st. That repetition (anaphora) is the poem's
spine: look at me, three times.

Quatrain Metaphor Time span Effect

1 (lines1-4) Late autumn A year Slowest — seasonal, gradual

2 (lines5-8) Twilight after sunset A day Faster — hours

3 (lines9-12) A dying fire on its own ashes An hour, or Fastest — and the fireis being killed
minutes by what fed it

Couplet (13-14) The conclusion drawn — Turnsloss into intensity

The structural insight: the three metaphors accelerate. Year — day — fire. The poem does not merely
describe approaching death; its architecture enacts time speeding up as it runs out. This is the single most
important observation about the poem, and it is available only from looking at structure rather than at individual
lines.

Diction: the line that does the most work

Bare ruin’d choirs, where late the sweet birds sang.

“Choirs’ in Shakespeare' s English means the part of a church where singers stood. So the bare branches
are simultaneously tree limbs and the roofless stone arches of aruined abbey.

Historical charge: England was full of literally ruined monasteriesin Shakespeare’ s lifetime, destroyed in
the Dissolution decades earlier. The image is not decorative; it carries the memory of a national wound.
Personal ageing islaid over cultural loss.

“ Sweet birds sang” — four soft, mostly one-syllable words after the harsh cluster of Bare ruin’d choirs.
The sound of the line performs the difference between what is gone and what remains.

“Late” means recently, but the modern sense of late as dead shadows it for a present-day reader — an
accidental richness, and a good example of why we distinguish what atext meant from what it can now
mean.

The third quatrain: the argument turns cruel
Consunt d with that which it was nourish’d by.

The fire dies on the ashes of the wood that fed it. Read as metaphor: our lives are consumed by the very thing
that sustained them — time itself. Living is dying; they are not opposites but the same process viewed from
different ends. Thisis a far darker claim than “I am getting old,” and the poem reaches it by compressing its
imagery, not by stating it.



The couplet: what makes the poem great rather than merely sad
This thou perceiV’ st, which makes thy love more strong, / To love that well which thou must leave ere long.

The expected conclusion would be pity me or love me while you can. Shakespeare gives something stranger: the
beloved's love is made stronger by the perception of loss. Mortdlity is not the enemy of love; it is its
condition. Note also the ambiguity of the final line — that which thou must leave could be the speaker, or life
itself, or youth. The poem does not resolve it, and the refusal is deliberate.

WHAT THE WORKED EXAMPLE DEMONSTRATES

Start with structure, not with the first line. The shape often is the argument.
One word (choirs) can carry historical, visual, and religious meaning at once.
Sound reinforces sense; read aoud before deciding anything.

Theturn (the volta) is where a sonnet declaresiits real subject.

Great endings resist the obvious conclusion.

16.3 Worked example: prose — the opening of Pride and Prejudice

“Itisatruth universally acknowledged, that a single man in possession of a good fortune, must bein
want of a wife.

However little known the feelings or views of such a man may be on his first entering a neighbourhood,
thistruth is so well fixed in the minds of the surrounding families, that he is considered as the rightful
property of some one or other of their daughters.”

Jane Austen, Pride and Prejudice (1813). Public domain.

Diction - irony. “Universaly acknowledged” is the language of philosophy and law applied to

nei ghbourhood gossip. The mismatch between grand register and petty subject isthe joke. Thisisverbal
irony operating through register.

Logic - inversion. The stated proposition is that the man wants awife. The second paragraph reveal s the
truth: the families want his money. The sentence says the opposite of what the situation is, and expects you
to notice.

“Must bein want of.” Must is a deduction with no evidence — exactly the kind of reasoning the novel will
spend 300 pages punishing.

“Rightful property.” Thelega vocabulary is savage. In a society where women could not inherit, the
language of ownership is being turned around and pointed at the men — and it is funny precisely because it
isasotruein reverse, and not funny at all.

Syntax - voice. Thelong, balanced, subordinated second sentence is the sound of polite society explaining
itself. The novel’ s narrator will use that poise to devastating effect throughout.

The transferable lesson: in prose, close reading usually begins with the gap between what is said and what
is the case. Find the gap and you have found the narrator's attitude — which is very often the book's real



subject.

16.4 From observation to argument

A closereading is not alist of devices. Students who write “ Shakespeare uses imagery and metaphor to convey
emotion” have said nothing. The move from observation to argument follows a fixed shape:

THE FOUR-PART ANALYTICAL SENTENCE
[Observation] + [Effect] + [Evidence] + [Significance]
[0“ Shakespeare uses metaphors of decay to show that heis old.”

0 “The sonnet’ s three metaphors compress from ayear to a day to asingle fire [obser vation], so that the poem’s
form enacts the acceleration of time it describes [effect]; by the third quatrain the fire is being consum’ d with that
which it was nourish’d by [evidence], collapsing the distinction between living and dying that the earlier images
had kept apart [significance].”

CHAPTER 16 SUMMARY

* Eight lenses: diction, syntax, imagery, figuration, sound, structure, tone, gaps.
*  Begin with structure. Shape is argument.

* Inprose, look for the gap between what is said and what is true.

*  Never list devices. Move observation - effect - evidence - significance.




CHAPTER 17

Figurative Language and Literary Devices

A working taxonomy — not to be memorised for a quiz, but to be used as a set of names for things you can
already half-see.

17.1 How metaphor actually works

A metaphor has three parts. Tenor: the thing being described. Vehicle: the thing it is compared to. Ground: the
shared quality that makes the comparison work.

Juliet isthe sun. Tenor = Juliet. Vehicle = the sun. Ground = sheisradiant, central, life-giving, and
looking at her directly is overwhelming.

The interpretive work is always in the ground, and the ground is never stated. A metaphor is an invitation to
construct it — which is why metaphors carry more than they say, and why a good one cannot be paraphrased
without loss. Notice too what a metaphor hides: calling Juliet the sun makes her glorious and distant, and quietly
makes Romeo a planet with no light of his own.

Conceptual metaphor. Lakoff and Johnson showed that metaphor is not decoration but the structure of
ordinary thought. We say defend a position, attack an argument, shoot down a claim — because ARGUMENT
IS WAR is built into English. Imagine a culture where argument is dance: not winning and losing, but
performing together. Every metaphor you accept smugglesin away of seeing.

17.2 Devices of comparison and substitution

Device Definition Example

M etaphor A isB, without like or as “All the world’s a stage” — Shakespeare

Simile Aislikeor asB “Omy Luveislikeared, red rose” — Burns

Extended metaphor / A comparison sustained and elaborated Donne comparing two loversto the legs of a

conceit compass

Per sonification Giving human qualities to non-human “Because | could not stop for Death — / He kindly
things stopped for me” — Dickinson

Apostrophe Addressing the absent, dead, or abstract “Death, be not proud” — Donne

M etonymy Substituting an associated thing “The crown decided” = the monarchy; “the White

House said”

Synecdoche Part standing for whole (atype of “All hands on deck”; “wheels” for acar
metonymy)

Symbol A concrete thing standing for an The green light in The Great Gatsby

abstraction, without a stated comparison



Device Definition Example

Allegory A sustained system of symbolswith a Animal Farm; The Pilgrim’'s Progress
second consistent meaning

Allusion A reference to another text, myth, or “He met his Waterloo”

Pathetic fallacy

event

Nature reflecting human emotion

The storm on the heath in King Lear

17.3 Devices of emphasis, contradiction, and irony

Device Definition Example

Hyperbole Deliberate overstatement “I'vetold you amillion times.”

Litotes Understatement by denying the opposite  “Not bad” = very good; “no small feat”

Meiosis Deliberate understatement Calling awar “the recent unpleasantness’

Paradox An apparent contradiction that revealsa  “| must be cruel only to be kind.” — Hamlet
truth

Oxymoron Two contradictory words joined “sweet sorrow”; “darkness visible”

Verbal irony Saying the opposite of what is meant “What lovely weather,” in a hurricane

Situational irony

Dramatic irony

Sarcasm

Juxtaposition

Antithesis

Zeugma

Pun

Outcome opposite to expectation

The audience knows what a character
does not

Verbal irony aimed to wound

Placing two things side by side for
contrast

Balanced grammatical opposition

One verb governing two objectsin
different senses

Wordplay on multiple meanings or
sounds

A fire station burns down

Oedipus vowing to find the murderer heis

“Nicejob.” after a disaster

A wedding scene cut against afuneral

“1t was the best of times, it was the worst of times.”

“Shelost her keys and her temper.”

Mercutio, dying: “Ask for me tomorrow, and you shall
find me agrave man.”

17.4 Devices of sound

Device Definition Example

Alliteration Repeated initial consonant sounds “The fair breeze blew, the white foam flew” —
Coleridge

Assonance Repeated vowel sounds inside words “Hear the mellow wedding bells’ — Poe



Device Definition Example
Consonance Repeated consonants, not necessarily “pitter patter”; “blank and think”
initial
Sibilance Repeated /s/ and /f/ sounds Often used for whispering, menace, or the sea
Onomatopoeia A word imitating its sound buzz, hiss, clang, murmur
Cacophony Harsh, clashing sound Consonant clusters, plosives — discomfort, violence
Euphony Smooth, pleasing sound Liquids and long vowels — calm, beauty
Refrain A repeated line or phrase The repeated lines of avillanelle

SOUND IS NEVER NEUTRAL
Compare Tennyson’s “ The murmuring of innumerable bees” — all nasals, liquids, and long vowels, so that the line
hums — with Hopkins's “ shéer pldd makes plough down sillion / Shing” , where the clustered stops make the
tongue work like afoot in mud. Neither poet is describing sound. Both are producing it.

Do not, however, claim that a sound has an inherent meaning. /s/ is not intrinsically sinister; it becomes sinister
when the content invitesit. The correct claim is always: this sound pattern reinforces this meaning here.

17.5 Devices of structure and narrative

Device Definition
Foreshadowing Early hints of later events
Flashback (analepsis) Narration of an earlier event out of sequence

Flash-forward (prolepsis)
In mediasres
Framenarrative

M otif

L eitmotif

Volta

Epiphany

Deus ex machina
Bildungsroman

Unreliable narrator

Narration of alater event in advance

Beginning in the middle of the action

A story inside another story (Wuthering Heights, Heart of Darkness)

A recurring image, object, or phrase that accumul ates meaning

A motif attached to a specific character or idea

The turn in a sonnet or argument

A sudden revelation, usualy for a character (Joyce' sterm)

An implausible external force resolving the plot — almost always a fault
A novel of formation — ayoung protagonist growing into understanding

A narrator whose account the reader must correct




CHAPTER 17 SUMMARY
Metaphor = tenor + vehicle + unstated ground. The unstated part does the work.
Metaphors hide as much as they reveal; ask what each one conceals.
Metonymy substitutes an associated thing; synecdoche substitutes a part.

Threeironies. verbal (said vs meant), situational (expected vs happened), dramatic (audience knows,
character does not).

*  Sound has no inherent meaning; it reinforces meaning that is already there.

Name the device only as a step toward explaining its effect.




CHAPTER 18

Poetry: Line, Meter, Sound, Form

Poetry is the branch of literature where the smallest choices matter most. This chapter gives you the
technical vocabulary and the reading protocol.

18.1 The line is the unit — and the tool

What distinguishes verse from prose is not rhyme or beauty. It is that the poet controls where each line ends.
That control produces effects prose cannot reach.

Term Definition Effect
End-stopped line The line ends where the syntax ends (oftenat ~ Closure, weight, finality
punctuation)
Enjambment The sentence runs over the line break Momentum, surprise, a double reading of the
line-end word
Caesura A strong pause within aline Breaks the rhythm; often marks conflict or
hesitation

Enjambment lets a poet mean two things at once. Read this pair of lines, pausing at the break as the eye does:

| have measured out my life
with coffee spoons

For an instant the first line reads as a complete, grand statement — | have measured out my life — before the
second line arrives and shrinks it to something absurd and domestic. The bathos is manufactured by the line
break alone. (After Eliot's Prufrock, 1915, public domain.)

18.2 Meter: scanning a line

Meter isthe pattern of stressed and unstressed syllables. To scan aline isto mark that pattern. Notation: m for
unstressed, ' for stressed.

Foot Pattern Sounds like Example word

lamb m’ da-DUM be-LOW, aGREE
Trochee 'm DUM-da GAR-den, THUN-der
Anapest mEm’ da-da-DUM in-ter-VENE

Dactyl ‘'mn DUM-da-da MER-ri-ly

Spondee . DUM-DUM HEART-BREAK

Pyrrhic [ da-da (unstressed function words)




Line length Feet per line Line length Feet per line

Monometer 1 Pentameter 5
Dimeter 2 Hexameter 6
Trimeter 3 Heptameter 7
Tetrameter 4 Octameter 8

lambic pentameter — five iambs, ten syllables — is the backbone of English verse: Shakespeare, Milton,
Wordsworth, Frost. It is chosen because it sits closest to the natural rhythm of spoken English while remaining
audibly patterned.

| I B B R

Shall | com-PARE thee TO aSUM-mer'sDAY ?

Substitution: where the meaning hides

A perfectly regular line israre and usually dull. Poets substitute other feet into the pattern, and the substitution
is almost always where the meaning concentrates. When scanning, do not ask “what is the meter?’ Ask
“wher e doesthe meter break, and why there?”

NEV-er, NEV-er, NEV-er, NEV-er, NEV-er.

Lear over the body of Cordelia: five trochees where iambs should be. The whole rhythmic order of the play's
language inverts at the moment its moral order does. That is scansion earning its place.

18.3 Rhyme

Type Definition Example

Perfect / full rhyme Identical stressed vowel and everything light / night
after

Slant (half) rhyme Approximate — shared consonants or soul / al; years/ yours
vowels only

Eyerhyme Looks like rhyme, does not sound like it love / move; cough / bough

Internal rhyme Rhyme within asingle line “Once upon amidnight dreary, while | pondered,

weak and weary”

Masculinerhyme Rhyme on afinal stressed syllable de-CIDE / in-SIDE

Femininerhyme Rhyme on a stressed syllable plus an MO-tion/ O-cean
unstressed one

Slant rhyme isnot failed rhyme. Emily Dickinson used it constantly to create a sense of something almost, but
not quite, resolving — which is precisely her subject. In modern poetry, full rhyme can sound naive; slant
rhyme has become the default of seriousformal verse.



18.4 The major forms

Form

Rules

Traditional use

Shakespear ean sonnet

Petrarchan sonnet

Villanelle

Ballad

Ode

Elegy

Blank verse

Freeverse

Haiku

Sestina

14 lines, iambic pentameter, ABAB CDCD EFEF
GG; voltausually at line 9 or the couplet

14 lines. octave ABBAABBA + sestet CDECDE
(variable); voltaat line9

19 lines, five tercets + aquatrain, two refrains
repeating in strict rotation, two rhymes

Quatrains, alternating tetrameter and trimeter,
ABCB, often with arefrain

Long, formal, elevated address to a subject
No fixed form; a poem of mourning

Unrhymed iambic pentameter

No fixed meter or rhyme — but not no form

Japanese origin; in English usually 5-7-5 syllables, a
seasonal reference and a cut

39 lines; six end-words rotate through six stanzasin a
fixed pattern, then all appear in athree-line envoi

Argument built in three stages then resolved

Problem stated, then answered

Obsession, grief, circling thought

Narrative, folk tradition, the supernatural

Praise, sustained meditation
Grief and consolation

Shakespeare’ s plays, Milton’s Paradise
Lost

Whitman onward; rhythm from breath,
syntax, repetition

A single perceived moment

Obsessive return, virtuosity

“FREE VERSE” DOES NOT MEAN FORMLESS
Whitman replaced meter with grammatical parallelism and the rhythm of the breath. Look at the machinery:

| celebrate myself, and sing myself,
And what | assume you shall assume,
For every atom belonging to me as good belongs to you.

Three lines, each longer than the last; the first built on a repeated verb-plus-myself; the second on arepeated verb
(assume); the third opening the circle outward from me to you. There is no meter and enormous form. (Whitman,
Song of Myself, 1855, public domain.)

18.5 How to read a poem: six passes

1.
2.

Read it aloud, twice. Do not analyse. L et the sound arrive.

Paraphraseit in plain prose. Sentence by sentence, dull and literal. If you cannot, you have found your

problem and it is usually syntax — poems invert word order constantly.

Find the speaker and the situation. Who is talking, to whom, when, and why now? The speaker is never
automatically the poet.

Find the turn. Where does the poem change direction, tone, tense, or address? Mark it. It is almost always
the interpretive key.




5. Look at the machinery. Form, meter and its breaks, rhyme and its failures, line breaks, sound patterns,
image clusters.

6.  Ask what the poem knows that the paraphrase lost. That remainder is the poem.

18.6 A short worked reading: Dickinson

Because | could not stop for Death —
Hekindly stopped for me—

The Carriage held but just Ourselves —
And Immortality.

Emily Dickinson, c. 1863. Public domain.

Form: common (ballad) meter — tetrameter alternating with trimeter, the meter of Protestant hymns.
Dickinson wrote a poem about death in the rhythm of church singing. The form is doing theological work
before aword is read.

Per sonification: Death is a courteous gentleman caller. The horror isentirely in the politeness. Kindly isthe
most disturbing word in the stanza.

Syntax: “Because | could not stop” — the speaker istoo busy for death; death accommodates her schedule.
Agency is quietly and totally inverted.

The dashes: Dickinson’'s signature. They suspend, hesitate, and refuse closure — grammatically, the poem
never quite finishes athought, which is exactly the condition of the speaker.

Thethird passenger: Immortality arrives after aline break, as an afterthought, squeezed into a carriage
described as holding “ but just Ourselves.” Isimmortality present, or isit an addition the speaker istelling
herself? The poem will not say.

CHAPTER 18 SUMMARY
Theline is the poet’ s unique tool: end-stopping, enjambment, caesura.
Six feet, eight line lengths. lambic pentameter is the English default.
*  Scan to find where the meter breaks — that is where meaning concentrates.
Slant rhyme is a deliberate resource, not afailure.
Know the sonnet, villanelle, ballad, ode, blank verse, free verse.

Six passes. aloud, paraphrase, speaker, turn, machinery, remainder.




CHAPTER 19

Fiction: Plot, Character, Voice, Time

A novel isa machine for producing an experience of consciousness over time. These are its moving parts.

19.1 Plot is not story

E. M. Forster's distinction remains the cleanest. Story is events in time: The king died and then the queen died.
Plot is events in causal relation: The king died, and then the queen died of grief. The difference is a single

phrase, and it is the difference between alist and a novel.

Model Shape

Best for

Freytag's pyramid Exposition - rising action - climax - falling
action - dénouement

Classical drama, 19th-century novels

Three-act Setup — confrontation — resolution, with turning Film, contemporary popular fiction
points at the act breaks
In mediasres Open mid-crisis, fill in the past later Epic (The Odyssey), thrillers

Kishmtenketsu Introduction — development - twist —
reconciliation — no conflict required

East Asian narrative; useful for seeing that
conflict-driven plot is a convention, not a
law

Analytical use: when anovel departs from the expected shape — no climax, a resolution that resolves nothing,
a death at the midpoint — that departure is a statement. Modernist fiction in particular breaks plot deliberately,

because it does not believe life has athird act.

19.2 Character

Distinction Definition Note

Flat Built around one or two traits, does not change Not aflaw — Dickens'sflat characters are
among literature’'s greatest

Round Complex, contradictory, capable of surprising us Forster’ stest: can the character surprise you and

convincingly still be believable?

Static Unchanged by events —

Dynamic Transformed by events The transformation is the plot

Protagonist The character whose want drives the action Not necessarily sympathetic

Antagonist The force opposing that want May be a person, a society, a condition, or the
self

Foil A character whose contrast illuminates another L aertes and Fortinbras are both foilsto Hamlet —

sons avenging fathers, acting where he delays




Five methods of characterisation: what a character says; what they do; what they think (if we have access);
what others say about them; and how the narrator frames them. The gaps between these five are where literary
characters become real. A man who says he is generous, acts meanly, and is described by the narrator without
comment is a character we aready understand.

19.3 Point of view: the most consequential choice a novelist makes

POV Access Gains Costs
First person (1) One mind, from inside Intimacy, voice, built-in Cannot show what the
unreliability narrator does not know

Second person (you) Addresses the reader as Uncanny immediacy, Hard to sustain; can feel like
protagonist implication agimmick

Third limited (he/she, one One character’ s consciousness Intimacy plus flexibility — the Restricted to one perspective

mind) modern default per scene

Third omniscient All minds, plus authorial Scope, irony, moral framing Distance; can feel dated or
commentary intrusive

Third objective External only — nothoughtsat ~ Cool restraint (Hemingway) Reader must infer everything
all

Free indirect discourse: the technique worth knowing by name

Free indirect discourse blends a character's voice into third-person narration without quotation marks or “he
thought.” It is the most important technical development in the history of the novel, perfected by Austen and
central to Flaubert, Woolf, and almost all serious fiction since.

Mode Example

Direct speech “What afool | have been!” she said.
Indirect speech She said that she had been afool.
Freeindirect What afool she had been!

The third version carries her exclamation and her word choice inside the narrator's grammar. The reader is
simultaneously inside her head and outside it, which alows a novelist to be intimate and ironic in the same
sentence. When Austen writes of Emmacthat “the real evils of Emmal’s situation were the power of having rather
too much her own way,” we are hearing a judgement Emma would never make, in language close enough to
hersto sting.

19.4 Reliability

* Unreliable by innocence: achild narrator reports accurately and understands nothing. The reader
assembles the truth over the child' s head.

* Unreliable by self-deception: the narrator believes their own account. Thisis the richest kind.



Unreliable by intent: the narrator is lying to us. Rare, and hard to sustain.

The signal to look for: a mismatch between what the narrator reports and what the reported facts imply.
The text quietly gives you the evidence to convict its own narrator.

19.5 Time in narrative

Aspect Question Terms

Order Isthe story told in sequence? Chronological; analepsis (flashback); prolepsis (flash-forward)

Duration How much page time does an event Scene (real time) « summary (compressed)  ellipsis (skipped) ¢
get? pause (description, no time passes)

Frequency How often is an event told? Once for once * once for many (iterative: “every Sunday we

would...”) » many times for one event (repetition, asin
Rashomon-style narration)

Theanalytical payoff: where anovel slows down tells you what it values. Two hundred pages may cover thirty
years, then fifteen pages cover one afternoon. That afternoon is the book's real subject. Measuring the ratio of
page time to story time is one of the fastest ways to find anovel's centre of gravity.

19.6 Setting, atmosphere, and theme

Setting is not scenery. It isaset of constraints: what is possible for these people, in this place, at thistime.
Change the setting of anovel and the plot usually becomesimpossible.

Atmospher e is the emotional weather produced by setting, diction, and pacing.

Themeisnot amoral. “Greed isbad” isamora. A themeis aquestion the book keeps asking: Can a self
be remade by wealth? Strong literature poses questions and dramatises the cost of each answer; it rarely
issues verdicts.

To state atheme well, use a full sentence with tension in it. Not “the American Dream,” but “ The Great
Gatshy presents the American Dream as a machine that requiresits believersto forget their own past in
order to keep believing.”

19.7 A worked opening: The Great Gatsby

“In my younger and more vulnerable years my father gave me some advice that I’ ve been turning over in
my mind ever since.

‘Whenever you fedl like criticizing any one,” he told me, ‘just remember that all the peoplein thisworld
haven't had the advantages that you' ve had.””

F. Scott Fitzgerald, The Great Gatsby (1925). Public domain in the United States since 2021.

Retrospectivefirst person. “Ever since” establishes a narrator looking back from an unspecified later
point. Everything we read has already happened and has already been interpreted by Nick.



The novel announcesits own unreéliability in sentence two. Nick presents himself as reserved and
non-judgemental — and then narrates a book that is one sustained judgement. The gap between his
self-description and his behaviour is the novel’s centra irony.

“Advantages.” Theword is doing quiet class work in the first lines of a book about class. It sounds like
humility and is actually an inheritance.

Rhythm. The long, balanced first sentence establishes a reflective, cultivated voice. Fitzgerald is buying
our trust in order to spend it.

CHAPTER 19 SUMMARY

*  Story issequence; plot is causation.
Characterisation works through five channels; meaning lives in the gaps between them.
POV determines what can be known. Freeindirect discourse alows intimacy and irony at once.
Unreliability is signalled by a gap between report and implication.

*  Where anovel owsdown iswhereits subject is.

A themeis a question, stated as a sentence with tensioninit.




CHAPTER 20

Drama: Action, Conflict, Performance

A play is not a book. It is a blueprint for an event that happens in a room full of people. Reading drama
well means reading for what the audience sees, hears, and is not told.

20.1 Aristotle’s vocabulary, still in use after 2,300 years

Term Meaning
Mimesis Imitation of action — drama shows rather than reports
Hamartia The error or misjudgement that brings the hero down. Often translated “tragic flaw,” which overstates

it; Aristotle’ sword is closer to missing the mark

Hubris Overreaching pride, especially against the gods or the natural order

Peripeteia The reversal — the point at which the action swings to its opposite

Anagnorisis The recognition — the moment of knowing what was hidden

Catharsis The purging of pity and fear in the audience. Contested for centuries; nobody agrees on the
mechanism

Theunities One action, one day, one place. Aristotle only insisted on unity of action; later criticsinvented the

strict rule and Shakespeare ignored it

THE MOST EFFICIENT THING TO KNOW ABOUT TRAGEDY

In peripeteia and anagnorisis, Aristotle identified the two-part hinge of nearly every tragic plot: the situation
reverses, and the hero under stands. Oedipus learns the murderer is himself — recognition and reversal in asingle
stroke. When you analyse a tragedy, |ocate these two moments first. Everything el se organises around them.

20.2 What only theatre can do

Device Definition Effect

Soliloquy A character alone, thinking aloud Direct access to interiority, which staged action
otherwise cannot give

Aside A line the audience hears and other Conspiracy between character and audience
characters do not

Dramatic irony The audience knows what a character The engine of both tragedy and farce
does not
Subtext What characters mean but do not say Chekhov’ s great contribution: people discuss the weather

while alife collapses

Stage business Physical action writteninto or impliedby A prop or gesture can contradict the spoken line
the script



Device Definition Effect

Chorus A group commenting on the action Communal judgement; framing
Verse/ prose switching Shakespeare moves between iambic Versefor the noble, elevated, or emotionally heightened;
pentameter and prose prose for comedy, servants, madness, and plain dealing

— watch when a character switches

20.3 Worked passage: Macbeth, V.v

To-morrow, and to-morrow, and to-morrow,
Creepsin this petty pace from day to day,

To the last syllable of recorded time;

And al our yesterdays have lighted fools

The way to dusty death. Out, out, brief candle!
Life's but awalking shadow, a poor player
That struts and frets his hour upon the stage
And then is heard no more. It isatale

Told by anidiot, full of sound and fury,
Signifying nothing.

Shakespeare, Macbeth (c. 1606). Public domain.

Rhythm as meaning. “ To-morrow, and to-morrow, and to-morrow” isamost pure trochee-and-repetition;
the line trudges. The meter creeps before the word creeps arrives.

The metaphor sequence. Candle — shadow — actor — tale. Each isless substantial than the last. The
speech does not argue that life is meaningless; it dissolves life across four images until nothing is left.

Self-reference. “ A poor player / That struts and frets his hour upon the stage” is spoken by an actor, on a
stage, for about two hours. The theatre is being used as a metaphor for existence inside the theatre. The
audience isimplicated in the emptiness.

Thefinal lineisshort. “ Signifying nothing.” Five syllables where ten belong. The verse lineitself failsto
complete — form performing the content, in the most quoted example of that principlein English.

Context matters. Macbeth says this on being told hiswife is dead. He does not grieve. The nihilism iswhat
remains of a man who has destroyed his own capacity to feel — which makes the speech a character study,
not the play’ s philosophy. Students routinely quote it as Shakespeare’ s view. It is not.

20.4 Comedy, tragedy, and the forms between

Genre Movement Ends with Underlying claim

Tragedy From order to disorder; the Desth The world exceeds the individual’s
individual is destroyed power to control it

Comedy From disorder to order; obstacles  Marriage, reunion, Society can absorb disruption and

are overcome feast renew itself



Genre Movement Ends with Underlying claim

Tragicomedy / problem Mixed; the ending resolves Uneasy settlement Neither pattern is adequate to
play without satisfying experience
Satire Exposure through ridicule Often unresolved The thing mocked deserves correction
Farce Escalating improbable chaos Restoration of Dignity is athin surface
normality
Melodrama Clear virtue vs clear villainy Virtue rewarded Moral clarity is available

20.5 Modern drama: the turn to the ordinary

I bsen put the middle-class living room on stage and made the crisis amarriage, adebt, alie. Tragedy no
longer required kings — a decisive democratic move in the history of the form.

Chekhov removed the crisis amost entirely. His characters talk past each other while their lives quietly
end. Heisthe origin of subtext as aworking principle: the dialogue is never about what the scene is about.

“Chekhov’sgun” — the principle that arifle on thewall in Act | must befired by Act 1. It isarule about
economy and expectation, and modern playwrights break it deliberately to signal that life does not pay off
its own setups.

The absurdists (Beckett, lonesco) removed plot itself, leaving structure — waiting, repetition, language
failing — asthe entire content.

Reading drama on the page: always ask three questions the printed text will not answer for you. Where is
everyone standing? Who has power in this room, and does it shift? What is each character not saying? A play
read without staging it in your head is aplay half-read.

.

CHAPTER 20 SUMMARY

Aristotle' s hinge: peripeteia (reversal) plus anagnorisis (recognition).
Soliloquy, aside, dramatic irony, subtext — theatre-only tools.

In Shakespeare, a switch between verse and prose is aways meaningful.
Genre encodes a claim about whether the world can be repaired.

Modern drama moved the crisis into the living room and then into the silence.

Stage the play in your head: position, power, and what is unsaid.




CHAPTER 21

Nonfiction, Essay, and Rhetoric

The oldest and most practical branch of literary study: how real language moves real people, and how to
see it being done to you.

21.1 The three appeals

Appeal Basis How it is built Failure mode
Ethos The speaker’s credibility and Expertise, fairness to opponents, Arrogance; or credentials
character shared values, admitted limits substituting for argument
L ogos Reasoning and evidence Data, causal chains, definitions, Fallacy; or true premises that do
analogies, syllogism not reach the conclusion
Pathos The audience’ s emotions Narrative, image, rhythm, concrete Manipulation; or emotion
detail, stakes detached from evidence
Kairos Timing and occasion — the Saying the right thing at the moment A correct argument delivered
fourth appeal, often forgotten it can be heard when nobody is listening

Theimportant corrective: pathosis not a dirty word and logos is not automatically honest. A statistic chosen
to shock is pathos wearing a lab coat. A story that accurately conveys a scale the reader could not otherwise
grasp is legitimate reasoning. Judge each appea by whether it helps the audience understand the situation
truthfully — not by its category.

21.2 A complete worked analysis: the Gettysburg Address

“Four score and seven years ago our fathers brought forth on this continent, a new nation, conceived in
Liberty, and dedicated to the proposition that all men are created equal.

Now we are engaged in a great civil war, testing whether that nation, or any nation so conceived and so
dedicated, can long endure. We are met on a great battle-field of that war. We have come to dedicate a
portion of that field, as a final resting place for those who here gave their lives that that nation might
live. It is altogether fitting and proper that we should do this.

But, in alarger sense, we can not dedicate —we can not consecrate —we can not hallow —this ground.
The brave men, living and dead, who struggled here, have consecrated it, far above our poor power to
add or detract. The world will little note, nor long remember what we say here, but it can never forget
what they did here. It isfor usthe living, rather, to be dedicated here to the unfinished work which they
who fought here have thus far so nobly advanced. It is rather for us to be here dedicated to the great task
remaining before us — that from these honored dead we take increased devotion to that cause for which
they gave the last full measure of devotion —that we here highly resolve that these dead shall not have
died in vain —that this nation, under God, shall have a new birth of freedom —and that government of
the people, by the people, for the people, shall not perish from the earth.”



Abraham Lincoln, November 19, 1863. 272 words. Public domain.

Structure: past, present, future in three paragraphs

Paragraph Time Function
1 Past (“Four score and seven years Establishes the founding principle: equality. Not the Constitution
ago”) — the Declaration.
2 Present (“Now we are engaged”) Defines the war as atest of that principle, and the ceremony as
fitting.
3 Future (“the great task remaining”) Reverses the occasion: the dead consecrated this ground, so the

duty falls on theliving.

The rhetorical machinery

*  “Four score and seven” rather than “eighty-seven.” Biblical diction (threescore years and ten, Psalm 90)
elevates a palitical speech into scripture. The choice is made in the first four words.

* Thebirth metaphor, sustained throughout: brought forth, conceived, created, and finally a new birth of
freedom. A speech delivered in a cemetery is structured entirely around gestation and birth. The dead
produce a nation.

* Tricolon everywhere: dedicate — consecrate — hallow; we can not, we can not, we can not; of the people,

by the people, for the people. Three is the rhythm of completenessin English oratory.
* Antithesis: what we say here against what they did here; the dead against the living; add or detract.

* Thestrategic humility: “The world will little note, nor long remember what we say here.” Thisis ethos of

the highest order — the speaker diminishes himself and is therefore trusted. It is aso, famously, wrong, and

the irony has kept the line alive for 160 years.

*  Theturn (“But, in alarger sense”): the speech refusesits own occasion. Lincoln was invited to dedicate a

cemetery; he declares that the dedication has already been performed by the dead, and converts afunera
into an assignment for the audience.

*  What isabsent: no mention of the Confederacy, of slavery by name, of Gettysburg, of any general, of any

specific dead man, of Lincoln himself. The omissions universalise the speech and are the reason it survives

outside its occasion.

THE TRANSFERABLE LESSON

In 272 words, Lincoln redefines the American founding around the Declaration rather than the Constitution,
reframes a civil war as atest of an idea, and transfers obligation from the dead to the audience. The most power ful
rhetoric does not argue against an opponent; it redefines the terms of the question so that the conclusion
follows. When you analyse persuasion — political, commercial, or personal — ask first what has been quietly
redefined.




21.3 The essay as a literary form

Type Aim Tradition

Personal / familiar essay Thinking in public through the self Montaigne (who invented the form and the word: essai,
“an attempt”), Lamb, Hazlitt, Woolf

Argumentative essay Persuading toward a position Bacon, Swift, Orwell
Lyric essay Meaning through image, fragment, Modern and contemporary
and juxtaposition rather than linear
argument
Literary journalism/ creative  Reporting with the techniques of Defoe onward; flourishing in the twentieth century
nonfiction fiction — scene, character, voice
Memoir A shaped account of remembered Augustine, Rousseau, Douglass
experience

Montaigne'sinsight, still the form's charter: an essay is an attempt, not a verdict. It follows a mind at work,
including its reversals. Thisis why the best essays feel like discovery and the worst read like a thesis defended
by someone who was never in doubt.

21.4 Memoir and the problem of truth

Memoir makes a factual claim and aliterary one at the same time, and the two pull against each other. Memory
is reconstructive, not archival; dialogue from twenty years ago cannot be verbatim; a life has no plot until
Someone imposes one.

*  Theworking ethic: the events must be as true as memory alows; the shaping is the author’ s art. Inventing
eventsis fraud. Compressing three conversations into one, clearly, is craft — though many memoirists now
say SO in anote.

* Analytical question for any memoir: what is the gap between the experiencing self and the narrating self?
That gap — the older writer looking at the younger subject — is where memoir generates its meaning,
exactly asit does in retrospective first-person fiction.

Frederick Douglass's Narrative (1845) is the classic American case: atext that must be simultaneously alife, an
argument, and a proof of its own author's literacy — because the fact of aformerly enslaved man writing it was
itself the refutation of the ideology it opposed. Form and argument are inseparable.

21.5 Reading rhetoric defensively

1. Whoisspeaking, and what do they gain? Not to dismiss them — to weight them.

2. What istheclaim, stripped of itsframing? Writeit in one flat sentence.

3. What isthe unstated warrant? (Chapter 12.) Thisis usually where the real disagreement lives.

4. What has been redefined? Watch for words doing quiet work: reform, freedom, natural, real, common
sense, everyone knows.

5. What isabsent? Which alternative, which cost, which affected group is not mentioned?



6.

What emotion isbeing produced, and isit proportionate to the evidence?

CHAPTER 21 SUMMARY

Ethos, logos, pathos, kairos. Judge each by truthfulness, not by category.

The Gettysburg Address: three time frames, a sustained birth metaphor, tricolon, strategic humility, and
aturn that reassigns duty to the living.

The strongest rhetoric redefines the question rather than winning the argument.
The essay is an attempt — amind at work, reversalsincluded.
*  In memoir, the gap between experiencing self and narrating self generates meaning.

Six defensive questions for any persuasive text.




PART V

THE LITERARY
TRADITION

Maps of British and American literature, the schools of criticism
that argue about them, and the practical craft of writing
analysis that earns a good grade.

22. British Literature: A Working Map
23. American Literature: A Working Map
24. Schools of Criticism: How Experts Argue
25. Writing Literary Analysis



CHAPTER 22

British Literature: A Working Map

Not a list to memorise. A framework so that any text you meet has somewhere to sit —and so that you can
predict what a period will care about before you read a word of it.

22.1 Why periods are useful and slightly false

Literary periods are retrospective conveniences. No poet woke up in 1798 and decided to be a Romantic. But
periods are genuinely useful because writers respond to shared conditions — a war, a technology, a collapse of
religious authority — and those conditions produce recognisable preoccupations. Use periods as hypotheses, not

as cages.
22.2 The map
Period Dates Conditions Preoccupations Key figures
Old English c. 450-1066 Germanic warrior culture Fate (wyrd), loyalty, exile, Beowulf; “The Wanderer”;
meeting Christianity transience, heroic reputation Caedmon
Middle English 1066-1500 Norman conquest; French Pilgrimage, social satire, courtly Chaucer, Sr Gawain and the
and L atin dominance; the love, the estates of society Green Knight, Langland,
Black Death; arising Malory
merchant class
Renaissance/ Early 1500-1660 Printing, humanism, Individual will, ambition, loveas  Shakespeare, Marlowe,
Modern Reformation, exploration, a intellectual argument, thetheatre ~ Spenser, Donne, Jonson,
new secular court culture asamodel of the world Milton
Restoration & 18th 1660-1785 Monarchy restored; scientific ~ Reason, order, satire, manners, Dryden, Swift, Pope,
century revolution; coffee-house the birth of the novel and of Johnson, Defoe, Richardson,
public sphere; empire journalism Fielding
Romantic 1785-1832 French and Industrial Imagination over reason, nature, Blake, Wordsworth,
Revolutions; urbanisation childhood, the sublime, Coleridge, Byron, Kests,
revolutionary politics, thepoet as  Shelley, Austen
visionary
Victorian 1832-1901 Industrial capitalism, empire  Social conscience, doubt and Dickens, the Brontés, Eliot,
at its height, Darwin, mass faith, class mobility, the Tennyson, Browning, Hardy,
literacy condition of women, progress Wilde
and its costs
M oder nist 19011945 The First World War, Freud, Fragmentation, interiority, Y eats, Eliot, Joyce, Woolf,
Einstein, the collapse of unreliable perception, myth as Conrad, Lawrence, Forster
Victorian certainties structure, formal experiment
Postwar & 1945- Decolonisation, welfare state,  Identity, migration, memory, the  Larkin, Beckett, Rushdie,
Contemporary immigration, globalisation, aftermath of empire, the statusof ~ Carter, Ishiguro, Heaney, and

digital media

narrative itself

many living writers




22.3 Four turning points worth understanding properly

1066 and the making of English

The Norman conquest pushed English out of government and literature for roughly three centuries. When it
returned, it had absorbed thousands of French words and shed most of its inflections. Chaucer writing in English
in the 1380s is therefore a political act as much as an artistic one. Everything in Chapter 1 about the
Germanic/Latinate split originates here.

The Renaissance theatre as a technology

Purpose-built public playhouses opened in London from 1576. For the first time, a commercial venue put
aristocrats and apprentices in the same building paying to watch the same story. Shakespeare's mixture of
registers — blank verse for kings and filthy prose jokes in the same scene — is a direct consequence of that
audience. Form followed economics.

1798: the Romantic break

Wordsworth and Coleridge's Lyrical Ballads proposed poetry in “the real language of men” about ordinary rura
life, against a century of polished Latinate verse about elevated subjects. Wordsworth's preface — poetry is*“the
spontaneous overflow of powerful feelings” — inverted the entire eighteenth-century order in which judgement
outranked feeling. Every later argument that authenticity beats polish descends from this document.

1922: the modernist year

Joyce's Ulysses and Eliot's The Waste Land appeared in the same year. Both use ancient myth as scaffolding for
a fragmented present; both assume an enormously learned reader; both treat consciousness rather than plot as
the real subject. The Great War stands behind them: a generation that had watched European civilisation destroy
itself could no longer write confident, orderly narratives about progress.

22.4 A minimal reading list that is genuinely free

Every text below is in the public domain in the United States and available at no cost from Project Gutenberg,
with free audio at LibriVox.

If you have... Read
Oneweek Shakespeare, Macbeth ¢ ten sonnets « Blake, Songs of Innocence and of Experience
One month Add: Austen, Pride and Prejudice « Wordsworth, “ Tintern Abbey” « Keats, the five great odes

Dickinson, fifty poems

Three months Add: Chaucer, the General Prologue (in modernised spelling) « Milton, Paradise Lost Books 11 «
Dickens, Great Expectations « Eliot, Middlemarch « Conrad, Heart of Darkness

A year Add: Shakespeare, Hamlet and King Lear « Swift, A Modest Proposal and Gulliver’s Travels « Bronté,
Jane Eyre and Wuthering Heights « Hardy, Tess « Woolf, Mrs Dalloway « Joyce, Dubliners « Eliot, The
Waste Land




CHAPTER 22 SUMMARY
Periods are hypotheses about shared conditions, not fixed categories.
1066 remade the language; 1576 remade the audience; 1798 remade the poet; 1922 remade the form.
Predict a period’ s concerns from its conditions before you read it.

The essential British canon isfree and legally availablein full.




CHAPTER 23

American Literature: A Working Map

American literature is short, argumentative, and obsessed with a handful of questionsit has never settled:
who counts as an American, whether a self can be invented, and what the country owes for how it was

built.
23.1 The map

Period Dates Conditions Preoccupations Key figures

Colonial / Puritan 1607-1750 Religious settlement; Providence, sin, election, the Bradstreet, Bradford, Edwards,
survival; theocratic errand into the wilderness, the Wheatley (later), Rowlandson
communities plain style

Revolutionary / 1750-1820 Enlightenment thought; Reason, self-improvement, Franklin, Jefferson, Paine,

Early National independence; the founding republican virtue, natural rights Freneau
documents as literature

American 1820-1865 Expansion, slavery, the Self-reliance, nature as scripture, Emerson, Thoreau,

Renaissance/ second Great Awakening, a  the sublime, evil in the individual Hawthorne, Melville, Poe,

Romanticism search for anational soul, abolition Whitman, Dickinson,
literature Douglass, Jacobs

Realism & 18651914 Civil War aftermath, Ordinary life, regional voice, Twain, James, Wharton,

Naturalism industry, immigration, socia determinism, money, class, Chopin, Crane, Dreiser, Du
Darwin, cities the cost of respectability Bois

Moder nism 1914-1945 The First World War, Alienation, formal experiment, the  Fitzgerald, Hemingway,
Prohibition, the Great failure of the Dream, the burden of ~ Faulkner, Stein, Frost, Stevens,
Migration, the Depression history Williams, Cather, Eliot, Pound

Harlem Renaissance  1918-1937 The Great Migration Black modernity, vernacular and Hughes, Hurston, Larsen,
concentrating Black artists blues form, double consciousness, McKay, Cullen, Toomer
in northern cities refusal of white framing

Postwar 1945-1970 Suburbia, the Cold War, the  Conformity and rebellion, the Ellison, Baldwin, O’ Connor,
civil rights movement, individual against the ingtitution, Bellow, Plath, Ginsberg,
television race and the unfulfilled promise Miller

Contemporary 1970- Postmodernity, Identity and multiplicity, historical ~ Morrison, Pynchon, Anzaldla,

immigration, globalisation,
digital culture

memory, metafiction, borderlands,
climate

Silko, Kingston, and many
living writers

23.2 Five arguments American literature keeps having

Argument

One side

The other side

Can a person invent

Franklin’s Autobiography: yes, by method and

Fitzgerald's Gatsby: the past cannot be deleted,

themselves? discipline. The founding American promise. and the attempt destroys you.

Isnatureatempleor an
indifference?

Emerson and Thoreau: nature is revelation, and
the self expandsinto it.

Melville and Crane: nature is vast, blank, and
does not know you exist.



Argument One side The other side

What istheself’srelationto  Emerson’s “ Self-Reliance”: conformity is death; Hawthorne and Wharton: the individual who
society? trust yourself. defies the community is destroyed by it, and the
community is not simply wrong.

Whose languageis Twain and Hurston: the vernacular — dialect, James and Eliot: the European inheritance, refined
American? speech, the actual voice. and earned.

What doesthe country owe  Douglass, Du Bois, Morrison: the debt is unpaid A recurring national counter-current insisting on

for how it was built? and structural, and literature must nameit. forward motion and reinvention over reckoning
— which isitself one of the things the first
tradition analyses.

Why thisframing isworth morethan a chronology: if you can place anew American text inside one of these
five arguments, you have the beginning of a thesis before you have finished reading it.

23.3 Three concepts you will be expected to know

*  TheAmerican Dream. The proposition that any individual can rise through effort. American literature
amost never simply endorsesiit; it examines who is permitted to attempt it and what the attempt costs. The
Great Gatsby, Death of a Salesman, and Invisible Man are all, structurally, tests of the same claim.

*  Double consciousness. Du Bois's term (The Souls of Black Folk, 1903) for the experience of “aways
looking at one's self through the eyes of others’ — of possessing two irreconcilable identities within one
nation. It is the founding concept of African American literary criticism and one of the most exported ideas
in American thought.

* Transcendentalism. Emerson and Thoreau's conviction that intuition and nature grant direct access to truth
without institutional mediation. Its practical legacy runs through Whitman, civil disobedience,
environmentalism, and a durable American suspicion of received authority.

23.4 Two short worked passages

Whitman: the form of democracy

Do | contradict myself?
Very well then | contradict myself,
(I am large, | contain multitudes.)

Whitman, Song of Myself (1855). Public domain.

Three lines that reorganise the relationship between logic and identity. Consistency is an obligation of
arguments, not of persons — and Whitman's sprawling, catalogue-driven free verse is the formal equivalent of
the claim. A poem that includes everything cannot be internally consistent, and itsinclusivenessisits palitics: if
the self can contain multitudes, so can the nation. Note the parenthesis. The most quoted line in American
poetry is delivered as an aside.



Thoreau: the sentence as a lever
“| went to the woods because | wished to live deliberately, to front only the essential facts of life, and see
if I could not learn what it had to teach, and not, when | cameto die, discover that | had not lived.”
Thoreau, Walden (1854). Public domain.
* Syntax asargument. One long sentence, accumulating purpose clauses, then arriving at death. The
structure delays the destination exactly asalife does.

*  “Déliberately” — the key word, and Latinate in amostly Germanic sentence. It means by choice, weighing.
The whole book is contained in it.

*  Thedouble negative ending: “discover that | had not lived.” Thoreau could have written “to make sure |
had lived.” He chose the negative because the fear, not the aspiration, is the engine.

23.5 A free American reading list

If you have... Read (all public domain in the US)

Oneweek Douglass, Narrative of the Life « Dickinson, thirty poems « Poe, four stories

One month Add: Fitzgerald, The Great Gatsby » Chopin, The Awakening « Emerson, “ Self-Reliance” « Whitman, Song
of Myself

Threemonths Add: Twain, Huckleberry Finn « Melville, “Bartleby” « Hawthorne, The Scarlet Letter « Du Bois, The

Souls of Black Folk « Wharton, The House of Mirth

A year Add: Melville, Moby-Dick ¢ Thoreau, Walden « Crane, The Red Badge of Courage « James, The Turn of the
Screw « Cather, My Antonia « Hughes, early poems « Jacobs, Incidents in the Life of a Save Girl

For work still under copyright — Morrison, Baldwin, Ellison, Hurston's novels, most contemporary writers —
use alibrary. American public libraries lend e-books free with a library card, and every one of these writersis
worth the trip.

CHAPTER 23 SUMMARY
*  Eight periods, but five recurring arguments matter more.
*  Sdf-invention, nature’ s meaning, self vs society, whose language counts, and the unpaid debt.

*  Know the American Dream, double consciousness, and transcendentalism as working concepts.

*  Whitman’sform is his politics; Thoreau’s syntax is his argument.




CHAPTER 24

Schools of Criticism: How Experts Argue

A theory is a question you agree to ask. Different questions expose different features of the same text.
Knowing several makes you a flexible reader; believing only one makes you a predictable one.

24.1 The schools, side by side

School

Central question

Key terms

Watch out for

Formalism / New
Criticism

Structuralism

Deconstruction /

post-structuralism

Psychoanalytic

Marxist / materialist

Feminist

Queer theory

Postcolonial

New Historicism

Reader -response

Ecocriticism

Digital / distant reading

How do the parts of this text work
together as a self-contained whole?

What underlying system of rules and
oppositions generates thistext's
meaning?

Where does the text’s meaning
undermine itself?

What unconscious desires and
repressions structure the text or its
characters?

How does the text reflect, reproduce, or
contest economic and class relations?

How does the text construct gender, and
whose experience does it centre or
silence?

How does the text handle desire, and
what doesit treat as natural ?

How does the text participate in, or
resist, empire?

What did thistext do inside the specific
power relations of its moment?

What does the text require the reader to
do, and how do readers differ?

How does the text represent the
non-human world and our placein it?

What patterns appear across thousands
of textsthat no reader could see?

Close reading; organic unity;
ambiguity; paradox; the intentional
and affective fallacies

Sign, signifier, signified; binary
opposition; langue and parole;
narrative grammar

Différance; aporia; trace;
logocentrism; “thereis no
outside-text”

Id, ego, superego; the uncanny;
repression; the mirror stage; symptom

Base and superstructure; ideology;
commodity fetishism; hegemony;
class consciousness

Patriarchy; the male gaze; gender as
performance; écriture féminine; the
canon’s exclusions

Heteronormativity; performativity; the
closet; camp

Orientalism; othering; hybridity;
mimicry; subaltern; “writing back”

Discoursg; circulation; thick
description; the archive

Implied reader; interpretive
community; horizon of expectation;
gaps

Anthropocentrism; pastoral; place; the
Anthropocene; slow violence

Corpus; stylometry; topic modelling;
distant reading

Treatstexts asif they had
no history and no politics

Can dissolve individual
works into abstract
patterns

Endlessly reversible; easy
to imitate badly

Diagnosing fictional
people; unfalsifiable
readings

Reducing art to economics;
predictable conclusions

A single monolithic
“women’s experience”

Assuming identity
categories that postdate the
text

Flattening very different
colonial historiesinto one

Losing the text among its
documents

Sliding into “it means
whatever | feel”

Anachronistic
environmentalism

Measuring what is
countable rather than what
matters




24.2 One poem, five theories

To see that theory is a choice of question rather than a set of conclusions, apply five schools to the same object
— a Shakespearean sonnet addressed by a male speaker to a young man, written for circulation among
aristocratic patronsin 1590s London.

School What it would ask

Formalist How do the three quatrains and the couplet build and then resolve an argument? Where is the volta, and

how does the imagery pattern support it?

Psychoanalytic What anxiety about time, potency, or lossis being managed by displacing it onto the beloved’ s beauty?

Marxist What is the economic relation between a poet and a young nobleman? How does a poem that promises

immortality function as acommodity exchanged for patronage?

Feminist / queer Why isthe beloved male, and how has criticism historically worked to explain that away? What does the

poem assume about desire, and what does the sequence do with the women in it?

New Historicist What did manuscript circulation among a coterie mean in the 1590s? How do the sonnets sit alongside

contemporary documents about patronage, plague, theatre closures, and male friendship?

None of these readings refutes the others. They illuminate different faces of the same object. A sophisticated
critic usually combines two or three and is explicit about which question they are asking.

HOW TO USE THEORY WITHOUT EMBARRASSING YOURSELF
1.

Start with thetext, not the theory. Notice something strange first; then reach for the framework that best
explains it. Reversing the order produces essays in which the theory is applied to atext that never needed it.

Let thetext resist. A reading that finds exactly what the theory predicted has demonstrated nothing except that
you understood the theory.

Do not diagnose fictional people. Hamlet has no unconscious; the play has a structure. Analyse the text’s
handling of psychology, not the character’s psyche.

Avoid anachronism, but do not be paralysed by it. Y ou cannot ask a 1590s poem about modern identity
categories — you can ask how it organises desire, and note that our categories are not its categories.

Usejargon only when it doeswork no plain phrase can do. Hegemony is a genuinely useful concept.
Problematise almost never is.

CHAPTER 24 SUMMARY

A theory is a question, not a verdict.
Twelve schools, each with a central question, key terms, and a characteristic failure mode.
The same text yields different truths under different questions, combine two or three consciously.

Text first, theory second. Let the text resist you.




CHAPTER 25

Writing Literary Analysis

The practical craft: how to build an argument about a text, integrate quotations, cite in MLA, and avoid

the eight failures that cost the most marks.

25.1 What a literary essay is not

Not this

But this

Summary — retelling the plot
Device-spotting — “the author uses imagery, symbolism,

and metaphor”

Per sonal reaction — “| found this boring”

Biography — “ Shakespeare wrote this because his son died”

Argument — aclaim about how the text works, defended
with evidence

Effect analysis— what a specific choice does, and why it
matters

Grounded inter pretation — “the novel withholds incident
for 80 pages, which forces the reader into the same
suspended state asiits narrator”

Textual evidence, with context used only where it
demonstrably illuminates

25.2 Building the thesis

THE THESIS FORMULA

Weak: “Symbolism isimportant in The Great Gatsby.”

In [text], [author] does [specific technical thing], which produces [effect], revealing [lar ger significance].

Then compress it into elegant prose. The formulais scaffolding, not the final sentence.

Better: “Fitzgerald uses the green light as a symbol of Gatsby’s hope.”

Strong: “Fitzgerald keeps the green light almost entirely at a distance — seen across water, from alawn, at night —
so that the novel’s central symbol of aspiration is never once possessed; the technique makes desire structurally
dependent on separation, which iswhy Gatsby’ s success with Daisy destroys him rather than fulfilling him.”

* Arguable: acompetent reader could disagree.

*  Specific: names atechnique, not atheme in the abstract.

*  Answers“sowhat?”: connects the technique to something that matters.

*  Provablefrom thetext: you can point at lines.




25.3 The paragraph engine: P-E-A-L

Step Function Length

Point The claim of this paragraph, connected to the thesis 1 sentence

Evidence Quotation, embedded in your own syntax 1 sentence

Analysis How the language works and why it produces the effect 3-5 sentences— the paragraph’s

centre of gravity

Link Back to the thesis, or forward to the next point 1 sentence

MODEL PARAGRAPH

Shakespeare' s Sonnet 73 does not merely describe ageing; its structure accelerates time until it collapses. [P] The
three quatrains move from a season to aday to afire that lies “ on the ashes of his youth,” each metaphor
shorter-lived than the last. [E] The compression is not decorative. A reader who has adjusted to the leisurely pace of
“yellow leaves, or none, or few” arrivestwelve lines later at afire being “consum’d with that which it was nourish’d
by” — aphrase that abolishes the distinction between living and dying by making the fuel and the destruction
identical. The poem has, in effect, run out of timein front of us, and the paradox is available only because the earlier
images established a slower rhythm to depart from. [A] Thisiswhy the couplet’s conclusion — that perceived loss
strengthens love — lands as earned rather than consoling: the reader has already experienced the acceleration the
speaker is describing. [L]

25.4 Integrating quotations

Method Example

Embedded (best default) The speaker’ s branches are “bare ruin’d choirs,” an image that makes his body a wrecked
church.

Signal phrase As Nick admits, “I was within and without, simultaneously enchanted and repelled” (Fitzgerald
40).

Colon introduction The line refuses closure: “ Signifying nothing.”

Block quote (4+ lines of prose, Indented half an inch, no quotation marks, citation after the final punctuation.

3+ lines of verse)

* Never drop aquotation in alone asits own sentence. Every quotation must be grammatically attached to
your prose.

*  Quote short. Three well-chosen words analysed for four sentences beats four lines quoted and | eft
unexamined.

* Usesquare brackets for necessary alterations: “he [Gatsby] believed.”
*  Usean dlipsisfor omissionsinside a quotation: “we can not dedicate ... this ground.”

*  Mark verseline breaks with a slash: “ To-morrow, and to-morrow, and to-morrow, / Creepsin this petty
pace.”



* Analysethe wordsyou quoted. If the quotation contains a word you never mention again, you quoted too
much.

25.5 MLA style: the practical minimum

MLA (9th edition) is the standard in American literature courses. It is a container-based system: you describe
the source, then the container that holdsit.

Element Rule

In-text citation Author’ slast name and page number, no comma: (Fitzgerald 40). If the author is hamed in your
sentence, page only: (40).

Verse Cite by line, not page: (Shakespeare, line 4). Use act.scene.line for drama: (Macbeth 5.5.19-28).
Poetry with noline Write “line” or “lines’ in thefirst citation, then numbers alone.

numbers

No page numbers (web) Cite the author alone: (Douglass).

Tense Discuss literature in the present tense: “ Gatsby believes,” not “believed.” Use past tense only for

the author’ s historical actions: “Fitzgerald published...”

Titles Italics for long works (novels, plays, films, collections); quotation marks for short works (poems,
stories, essays, articles).

Works Cited Alphabetical by author surname, hanging indent, double-spaced.

WORKS CITED PATTERNS

Book:
Fitzgerald, F. Scott. The Great Gatshy. Scribner, 1925.

Poem or story in an anthology:
Dickinson, Emily. “Because | could not stop for Death.” The Complete Poems, edited by Thomas H. Johnson,
Little, Brown, 1960, p. 350.

Journal article:
Author, First. “Title of Article.” Journal Name, vol. 12, no. 3, 2019, pp. 45-67.

Website:
Author, First. “Title of Page.” Website Name, Publisher, 12 Mar. 2020, URL.

Freee-text:
Douglass, Frederick. Narrative of the Life of Frederick Douglass. 1845. Project Gutenberg, 2006,
www.gutenberg.org/ebooks/23.




25.6 The eight failures that cost the most marks

Failure

Fix

Plot summary in place of argument
Thesisthat statesa topic
Quotations left unanalysed
Device-naming as conclusion

Every paragraph on a different idea
Past tense for literary events
Confident claims about intention

No counter -reading

Assume the reader has read the text. Never explain what happens except as evidence.
Add abecause. If nothing follows, it is not athesis.

Three sentences of analysis for every quotation, minimum.

“Thisisametaphor” is an observation. Add: and therefore the reader...

Each paragraph must advance the same thesis, not introduce a new one.

Present tense throughoui.

Write “the poem does” rather than “the poet wanted.”

Name the strongest opposing interpretation and answer it. This alone frequently moves
agrade up afull letter.

25.7 A grading rubric you can use on yourself

Criterion Weak Strong

Thesis Topic; obvious; unprovable Arguable, specific, technique-based, answers “so what?’
Evidence Long quotations, thinly used Short, precise, fully analysed

Analysis Names devices; restates the quotation Explains the mechanism by which language produces effect
Structure Paragraphsin any order Each paragraph advances the argument; order is necessary
Counterargument Absent, or a straw man Strongest objection stated fairly, then answered

Prose Nominalized, hedged, padded Clear, active, concise (see Chapter 13)

Citation Inconsistent or missing Correct MLA, present tense, clean Works Cited

CHAPTER 25 SUMMARY

* Analysisisargument, not summary, reaction, or device-spotting.

*  Thesis = specific technique + effect + significance, and it must be arguable.

*  P-E-A-L, with analysis occupying most of every paragraph.

*  Embed quotations grammatically; quote short and analyse long.

*  MLA: author + page, present tense, italics for long works.

* Add afair counter-reading. It is the cheapest available upgrade.




PART VI

PRACTICE AND
MASTERY

Knowledge that is not rehearsed decays inside a month.
This Part converts twenty-five chapters of understanding
into a schedule, a drill set, and a reference shelf.

26. The Twelve-Week Program
27. Drills and Exercises
28. Answer Key and Model Responses
29. Glossary of Terms
30. Reference Tables and Reading Plan



CHAPTER 26

The Twelve-Week Program

One route through the whol e cour se. Twenty-five minutes of speaking and forty of reading and writing per
day, six days a week. Adjust the volume, never the frequency.

26.1 The daily template

Block Minutes Activity

1. Sound work 5 One minimal-pair contrast or one connected-speech feature. Recorded twice a
week.

2. Shadowing 10 The week’ s single 40-second clip (Chapter 5.4). Same clip all week.

3. Speaking output 10 One task from Chapter 27 Set E, or the 4/3/2 technique. Always recorded.

4. Reading 25 The week’ s literary text. First pass for pleasure; second pass annotated.

5. Writing 15 One paragraph, one email rewrite, or one drill set. Never zero.

Weekly review 30 Sunday: replay recordings, update the phrase notebook, plan the next week.

26.2 The twelve weeks

Week Chapters Speaking focus Reading Written output

1 1-2 Baseline recording; the two vowel Ten Shakespeare sonnets, One paragraph: what you already do
contrasts for your first language aloud well in English

2 3 TH, V/W, American R; final Sonnet 73 plus one other, Article and tense drills (Set C)
consonants and -ed close-read

3 4 Word stress: noun—verb pairs and Dickinson, twenty poems 20 collocations and 10 phrasal verbs,
suffix rules in your own sentences

4 5 Chunk collection; 4/3/2 three times Poe, two stories Re-record the Chapter 2 diagnostic.

Compare to Week 1.

5 6 Sentence stress, contrastive stress, Blake, Songs of Innocenceand  One close-reading paragraph
thought groups of Experience (P-E-A-L)

6 7 The American T; reductions; weak Douglass, Narrative, first half Rewrite three of your own old emails
forms using Chapter 14

7 8 Small talk, back-channelling, Douglass, second half A 300-word memoir paragraph
storytelling. One real conversation
with a stranger.

8 9 STAR answers to the six standard Austen, Pride and Prejudice, A one-page résumé rebuild
interview questions, recorded vol. |

9 10-11 Idiom set of twenty; register pairs Austen, vals. [1-11 Sentence-craft drills (Set F)



Week Chapters Speaking focus Reading Written output

10 1213 A five-minute presentation, Fitzgerald, The Great Gatsby A 600-word argumentative essay with
recorded and revised acounter-reading

11 14-18 Read poetry aloud daily; scansion Keats, the five odes, Whitman, A scansion exercise plus one poem
out loud Song of Myself (selections) anaysis

12 19-25 Final recording of the diagnostic Lincoln, the Gettysburg A 1,000-word literary essay in MLA,
and a five-minute unprepared talk Address; Macbeth with Works Cited

THE THREE RULES THAT DECIDE WHETHER THIS WORKS

1. Never skip two daysin arow. One missed day is noise. Two is the beginning of stopping.

2. Record everything you speak. Progress in accent and fluency isinvisible from theinside. The archiveisyour
only honest witness.

3. Produce something written every single day, even one sentence. The habit matters more than the volume,
and it is the habit that collapsesfirst.

26.3 Measuring progress honestly

Metric How to measure Target movement in 12 weeks
Speech rate Words per minute in a two-minute recorded monologue +15-30 wpm

Pause placement Count mid-phrase pauses in one minute Down by half

Minimal-pair Score on a 20-item listening test From roughly 60-70% to above 90% on
perception trained contrasts

Active chunks Count the phrases in your notebook you haveused aloud 100+

Writing concision Word count of adraft before and after editing Consistent 15-20% cut

Reading stamina Pages of literary prose in one focused sitting Doubled

What not to measure: how “fluent” you feel. Perceived fluency fluctuates with sleep, mood, and the person
you are talking to, and it will lie to you in both directions.



CHAPTER 27

Drills and Exercises

Answers and model responses are in Chapter 28. Attempt every item before looking — the retrieval effort
isthe point, and checking too early destroys most of the benefit.

Set A — Sound and stress

A1l. Givethe pronunciation of the -ed ending in each: /t/, /d/, or /1d/.

1. watched 2. needed 3. played 4. laughed 5. decided 6. cleaned 7. stopped 8.wanted 9. hugged 10.
missed

A2. Mark the stressed syllable. Where the word can be both noun and verb, give both.

1.record 2. photography 3. economic 4.employee 5. present 6. ability 7. psychology 8.demonstrate 9.
information 10. contract

A3. Compound noun or adjective + noun? Mark the stressed word.

1. greenhouse 2. green house 3. black bird (the colour) 4. blackbird (the species) 5. credit card 6.
expensive card

A4. In each minimal pair, which word has /i:/ and which has /1/?

1. sheep/ ship 2. bit/beat 3.live (verb)/leave 4. fed /fill

Set B — Connected speech
B1. Write the normal spoken form.

1. What are you going to do? 2.1 have got toleave. 3. Did you get alot of it? 4. She wantsto let me know.
5. 1 would have told them. 6. Because | do not know.

B2. Which T behaviour applies— clear, flap, glottal stop, dropped, or palatalised?
1. water 2.today 3.button 4.twenty 5.gotyou 6.return 7.city 8.interview
B3. Where does the linking sound go, and what is it?

1. turnitoff 2.goon 3.theend 4.busstop 5.an apple

Set C — Grammar

C1. Articles. Insert a, an, the, or nothing (—).

1. lbought  carlastweek.  carisalready broken.
2. moon looked enormous last night.

3. Shegaveme __ advice anditwas __ best advicel have received.



4.
5.
6.
7.
8.

Cc2.

1.

2
3
4.
5
6

Cs.

1.

2.

3.

4.

5.

C4.

10.
11.

12.

____dogsaremoreloyal than __ cats.
Heisin___ hospital after __ accident.

My brother plays __ guitar and ____ basketball.
___information you sent arrived late.

Ittakes  hourtoreach _ university wherel study.
Tense and aspect. Choose the correct form and say why.

I (live/ have lived) in Ohio since 2019.

She (worked / has worked) at Google from 2015 to 2018.

By the time we arrived, the film (started / had started).

| (saw / have seen) that movie yesterday.

How long (are you learning / have you been learning) English?

He (was walking / walked) home when the storm hit.
Conditionals. Complete and name the type.

If I ___ (have) moretime, | would learn Spanish.

If she  (study) harder, she would have passed.

If you heat water to 100°C, it ___ (boail).

If it rains tomorrow, we ____ (cancel) the picnic.

IfI ___ (take) that job in 2019, | would be living in Seattle now.

Error correction. One error per sentence.

| am agree with your proposal.

She explained me the process twice.

We discussed about the budget for two hours.
| look forward to meet you next week.

He has 30 years and lives with his parents.
Everyone are waiting in the lobby.
Thisisthe most tallest building in the city.

| didn’'t went to the meeting because | was sick.
L ess people attended than we expected.

One of my friend works at that company.
Despite of the rain, the game continued.

| am very boring in this seminar.



Set D — Vocabulary

D1. Roots. Give the meaning of the root and two more words containing it.
1. spec/ spic 2. dict 3.scrib/ script 4. chron 5. path 6. duc/ duct

D2. Collocation. Choose the correct verb: make, do, take, tell, pay, have.

1. adecision
2. amistake
3. homework
4. alie

5. __ attention
6. __ research

7. ashower
8. _  aneffort
9. __ thetruth
10.  abreak

D3. Phrasal verbs. Replace the formal verb with a phrasal verb.

1. The meeting was cancelled.

2. | need to investigate this problem.

3. Shetoleratesagreat deal from him.

4. Weencountered an old friend downtown.
5. Please complete this form.

6. Herecovered fromtheillness quickly.
D4. Register. Rewrite each at the level named.

1. “Gimmeasec.” — formal professional email
“1 must respectfully dissent from that assessment.” — casual speech with afriend

“The parties shall convene at 0900 hours.” — neutral spoken English

M 0D

“hey u freethurs?’ — formal invitation to aclient

Set E — Speaking tasks (record every one)

1. Sixty-second opinion. “ Should high schools start later in the morning?’ Claim, two reasons, one example,
conclusion. No notes.

2. 4/3/2. Topic: the city you know best. Four minutes, then three, then two, without stopping.

3. Circumlocution sprint. Describe these without naming them, fifteen seconds each: a stapler, jeaousy, a
subway turngtile, inflation, a shoelace.

4. Story. Tell atrue two-minute story using all five beats from 8.5, in the historical present.



5. STAR. Answer “Tell me about atime you disagreed with adecision” in ninety seconds. Then listen back
and count your fillers.

6. Contrastivestress. Say “I didn’t say she stole the money” six times, stressing a different word each time.
Have someone identify the meanings.

7. Thought groups. Read a page of unfamiliar prose aloud, breathing only at group boundaries. Record; find
every mid-phrase pause.

8. Register switch. Ddiver the same request — asking for a deadline extension — as atext, a Slack message,
and a phone call to asenior client.

Set F — Sentence craft

F1. De-nominalize.

1. We conducted an evaluation of the three proposals.

2. Thereisarequirement for the submission of the form by Friday.

3. Theimplementation of the new system was carried out by the IT department.
4. Our recommendation is the postponement of the launch.

5. Animprovement in communication is necessary.
F2. Fix the punctuation or modifier error.

1. The meeting ran late, we missed the train.
Walking into the kitchen, the smell of smoke was overwhelming.

Itsgoing to rain, so bring it’'s cover.

d w0

She has three priorities, finishing the report, calling the client and booking travel.

5. Having reviewed the contract, severa errors were found.

F3. Fix the parallelism.

1. Sheenjoys hiking, to swim, and bike rides.

2. Therolerequires accuracy, being patient, and you must travel.

3. Henot only wrote the report but also the summary.

4. QOur goals are to reduce costs, improving quality, and that we grow revenue.
F4. Cut by at least 40% without losing meaning.

“ It isimportant to note that, at this point in time, due to the fact that the budget has not yet been
finalised, we are not in a position to be able to make a final determination with regard to the question of
whether or not the project will be able to proceed in accordance with the original timeline that was
previously agreed upon.” (59 words)



Set G — Paragraph and cohesion

G1. Reorder these sentences into a cohesive paragraph using the giver—new principle.

(a) That decline has been sharpest among readers under thirty.
(b) Book salesin the United States have fallen steadily since 2010.
(c) Publishers have responded by shifting investment toward audiobooks.

(d) Audiobook revenue has grown by double digits every year since 2015.

G2. Write a topic sentence for a paragraph whose evidence is. average commute times in the metro area rose
from 24 to 33 minutes between 2010 and 2023; transit ridership fell 18%; the number of registered vehicles rose
22%.

G3. Turn each topic into an arguable thesis.

1
2.
3.

Social media and teenagers.
Symbolism in The Great Gatsby.

Remote work.

Set H— Close reading

Read the poem three times aloud before writing anything.

Nature' sfirst green is gold,
Her hardest hue to hold.
Her early leaf’ s aflower;
But only so an hour.

Then leaf subsidesto leaf.
So Eden sank to grief,

So dawn goes down to day.
Nothing gold can stay.

Robert Frost, “Nothing Gold Can Stay” (1923). Public domain in the United States.

1.

2.

3.

Scan lines 1-2. What meter is this, and how many syllables per line?
The rhyme scheme is four couplets. What does that regularity do to a poem about 10ss?

Identify every word of Germanic origin in lines 5-8. What is the effect of the diction in the final four lines
compared with the first four?

Explain the paradox in “Nature' sfirst green isgold.”
What is the function of “subsides’ in line 5? Why not changes or fades?

Lines6 and 7 begin identically (“So...”). Name the device and explain what the parallel structure claims
about the relationship between Eden, dawn, and |eaves.

Thelast line isthetitle and the shortest statement in the poem. Why does Frost put the thesis | ast rather than
first?

Write one P-E-A—L paragraph arguing a claim about how the poem’ s form produces its meaning.



Set | — Scansion and poetic form
I 1. Name the metrical foot: 1. beLOW 2. GAR-den 3. in-ter-VENE 4. MER-ri-ly 5. HEART-BREAK

| 2. Identify the meter and line length: “ Shall | compare thee to a summer’s day?’

I3. Name the form: (a) 14 lines, ABAB CDCD EFEF GG; (b) 19 lines with two repeating refrains; (c)
unrhymed iambic pentameter; (d) quatrains alternating tetrameter and trimeter, ABCB.

14. In “To-morrow, and to-morrow, and to-morrow,” what is the metrical effect, and how does it relate to the
word creepsin the next line?

Set J — Devices

Name the device in each.

1. “The crown has decided.”

2. “All hands on deck.”

3. “I must be cruel only to be kind.”

4. “Death, be not proud.”

5. “Shelost her keys and her temper.”

6. “It wasthe best of times, it was the worst of times.”
7. A fire station burns down.

8. The audience knows the man Oedipus seeks is Oedipus.
9. “Not bad at al.” (meaning: excellent)

10. “Thefair breeze blew, the white foam flew.”

11. “Never let afool kissyou, or akissfool you.”

12. The storm rages while the king loses his mind.

13. “Because | could not stop for Death — / He kindly stopped for me.
14. A speech that ends: “of the people, by the people, for the people.”

Set K — Thesis and analysis

K 1. Diagnose the failure in each and rewrite.

1. “Thisessay will discuss the use of symbolism in Macbeth.”
2. “Shakespeare uses imagery and metaphor to convey emotion in Sonnet 73.”
3. “The Great Gatsby is about the American Dream.”

4. “Frost wrote this poem because he was sad about growing older.”
K 2. Hereis aquotation and a claim. Write the three to five sentences of analysis that belong between them.

Claim: Austen’s opening sentence establishes the novel’ s ironic method.
Evidence: “ It isa truth universally acknowledged, that a single man in possession of a good fortune,



must be in want of a wife.”

Set L — Rhetoric

L1

1.
2.

3
4.

6.

Identify the fallacy.

“She’ s not an economist, so her analysis of the tax bill is worthless.”
“Either we raise tuition or the college closes.”

“Test scores rose after we changed the textbook, so the textbook worked.”
“If we allow this exception, soon there will be no rules at all.”

“Two peoplein my class failed, so the professor isincompetent.”

“It’s the most effective treatment because no treatment is more effective.”

L 2. Take the Gettysburg Address from Chapter 21. Identify: (@) two instances of tricolon; (b) one antithesis; (c)
the sustained metaphor; (d) the sentence that builds ethos through self-deprecation; (e) one thing that is
conspicuously absent, and what its absence accomplishes.

L 3. Write a 150-word persuasive paragraph arguing that public libraries should be expanded. Use one tricolon,
one antithesis, and one concrete statistic-shaped detail. Then annotate your own paragraph, labelling ethos,
logos, and pathos.



CHAPTER 28

Answer Key and Model Responses

Where an answer involves judgement rather than a rule, a model response is given — not the only correct
one, but one that would score well.

Set A
Al. 1. watched /t/ 2. needed /1d/ 3. played/d/ 4.laughed/t/ 5. decided/id/ 6. cleaned/d/ 7. stopped /t/
8. wanted /1d/ 9. hugged /d/ 10. missed /t/. Rule: voiceless - /t/; voiced — /d/; after /t/ or /d/ — /id/.

A2. 1. REcord (n) / reCORD (v) 2. phoTOGraphy 3. ecoNOMic 4. employEE 5. PRESent (n) / preSENT
(v) 6.aBILity 7.psyCHOLogy 8.DEMonstrate 9.inforMAtion 10. CONtract (n) / conTRACT (V)

A3. 1. GREENhouse (compound) 2. green HOUSE (adj + noun) 3. black BIRD (adj + noun) 4. BLACKbird
(compound) 5. CREDIt card (compound) 6. expensive CARD (adj + noun)

A4. 1. sheep /i:/, ship /i/ 2. bit /1/, beat /i:/ 3. live /i/, leave /i:/ 4. fed /i:/, fill /i/

Set B

B1. 1. Whaddaya gonna do? 2.1 gotta leave. 3. Didja geda lodda vit? 4. She wansta lemme know. 5.1
wouldatold’em. 6.’ Causel dunno.

B2. 1. flap 2.clear 3. glottal stop 4. dropped (“twenny”) 5. palatalised (“gotcha’) 6. clear 7.flap 8.
dropped (“innerview™)

B3. 1. tur-ni-toff — consonant to vowel 2. go-won — /w/ glide 3. thee-yend — /j/ glide 4. bu-stop —
doubled consonant merges 5. a-napple — consonant to vowel

Set C

Cl 1. acar/ Thecar 2. Themoon 3.— advice/the best advice 4.— Dogs/— cats 5. the hospital / an
accident 6. the guitar / — basketball 7. Theinformation 8. an hour / the university

C2. 1. have lived — since plus a continuing state. 2. worked — closed past period. 3. had started — earlier
than another past event. 4. saw — yesterday closes the time frame. 5. have you been learning — duration of
an ongoing action. 6. was walking — ongoing action interrupted by a completed one.

C3. 1. had — second conditional. 2. had studied — third. 3. boils — zero. 4. will cancel — first. 5. had
taken — mixed (past condition, present result).

C4. 1. | agree with your proposal. 2. She explained the process to me twice. 3. We discussed the budget for
two hours. 4. | look forward to meeting you next week. 5. Heis30yearsold. 6. Everyoneiswaiting. 7.the
tallest building. 8.1didn’tgo. 9. Fewer people attended. 10. One of my friendsworks. 11. Despitetherain/
In spite of therain. 12.1 am very bored.



Set D

D1. 1. spec/spic = to look (inspect, conspicuous, retrospect) 2. dict = to say (predict, verdict, contradict) 3.
scrib/script = to write (manuscript, prescription, inscribe) 4. chron = time (chronology, anachronism,
synchronize) 5. path = feeling, suffering (empathy, apathy, pathology) 6. duc/duct = to lead (conduct, induce,
agueduct)

D2.1. make 2.make 3.do 4.tell 5.pay 6.do 7.take(or have) 8. make 9.tell 10.take (or have)
D3. 1. called off 2.look into 3. putsupwith 4.raninto 5. fill out 6. got over

D4. Model answers. 1. “Could you give me a moment? I'll follow up shortly.” 2. “Yeah, | don't really seeit
that way.” 3.“We'll meet a nine.” 4. “Would you be available on Thursday? I’m happy to work around your
schedule.”

Set F

F1. 1. We evaluated the three proposals. 2. You must submit the form by Friday. 3. The IT department
implemented the new system. 4. We recommend postponing the launch. 5. We must communicate better.

F2. 1. Commasplice —» “The meeting ran late, so we missed thetrain.” 2. Dangling modifier - “Walking into
the kitchen, | found the smell of smoke overwhelming.” 3. “It's going to rain, so bring its cover.” 4. Colon
needed — “She has three priorities: finishing the report, calling the client, and booking travel.” 5. Dangling
modifier - “Having reviewed the contract, | found severa errors.”

F3. 1. hiking, swimming, and biking. 2. accuracy, patience, and awillingness to travel. 3. He wrote not only
the report but also the summary. 4. to reduce costs, improve quality, and grow revenue.

F4. Mode: “Until the budget is final, we cannot say whether the project will meet the agreed timeline.” (17
words from 59 —a 71% cut with no loss of meaning.)

Set G

Gl. b - a - ¢ - d. Each sentence begins with information the previous one introduced: decline picks up
fallen; publishers have responded picks up the decline; audiobook revenue picks up audiobooks.

G2. Model: “The metro area’s congestion problem is not a transportation failure but a substitution: as transit
use has collapsed, drivers have replaced it, and everyone' s commute has paid the price.”

G3. Models. 1. “Restricting adolescent social-media use is unlikely to improve mental health, because the
platforms displace an activity — unsupervised in-person socialising — that has been declining for reasons
unrelated to phones.” 2. See the model thesisin 25.2. 3. “Remote work redistributes rather than reduces
labour costs, shifting office overhead onto employees homes and utility bills without a corresponding wage
adjustment.”



Set H— model responses

1.

Meter. Six syllables per line, three beats: iambic trimeter with the first foot frequently inverted (“NA-ture’s
first GREEN is GOLD”). The unusualy short line is the poem’ sfirst act of compression.

Rhyme. Four perfect couplets— gold/hold, flower/hour, leaf/grief, day/stay. Perfect rhymein a poem
about impermanence creates aformal irony: the poem achieves the durability it says nothing can have. The
rhymes hold; the gold does not.

Diction. Lines 5-8 are almost entirely Germanic monosyllables— leaf, sank, grief, dawn, goes, down, day,
gold, stay — against the slightly more elevated Nature, hardest hue, subsides. The final quatrainis plainer,
shorter-worded, and heavier. The poem gets simpler asit gets sadder, which iswhy the last line feelslike a
verdict rather than an argument.

The paradox. Thefirst growth of springisliterally yellow-green, so greenisgold is botanically accurate.
It isalso avalue claim: the most precious moment isthe earliest, and therefore the least permanent. Theline
makes preciousness and brevity the same property.

“Subsides.” Not fading or changing but settling downward — aword used of floodwaters and swellings.
Leaf becoming leaf is presented as alowering, an abatement of intensity. Fades would be sentimental;
subsidesis clinical and therefore crueller.

Anaphora. Therepeated “ So...” places the Fall of Man, the arrival of daylight, and a leaf turning green in
identical grammatical positions, asserting that they are the same event at different scales. It is an enormous
claim delivered in twelve words, and the parallel syntax is the only thing arguing for it.

Thefinal line. Placing the thesis last makes the poem inductive: the reader assembles the evidence — ledf,
Eden, dawn — and the last line only names what has already been demonstrated. Opening with it would
have made the poem an illustration of a maxim; closing with it makes the maxim earned.

Model paragraph. Frost’s poem enacts its own argument through formal compression. [P] Its eight lines
of iambic trimeter are among the shortest in English lyric, and its four couplets rhyme perfectly —
gold/hold, leaf/grief. [E] That tightness matters because the poem’ s subject is the brevity of value: aform
this small cannot linger, and the reader experiences the poem ending almost as soon asit begins. The
perfect rhymes intensify the effect rather than softening it; each couplet snaps shut, so that the poem
proceeds by a series of small closures until the last one closes everything. The diction reinforces this,
moving from the mildly elevated “hardest hue to hold” to the flat Germanic monosyllables of “Nothing
gold can stay.” [A] The poem therefore does not describe transience; it performsit, and the reader’ s sense
of arriving too quickly at the end is the argument. [L ]

Set |
1. 1.iamb 2.trochee 3.anapest 4.dactyl 5. spondee

[ 2. lambic pentameter — five iambs, ten syllables.

I3. (a) Shakespearean sonnet (b) villanelle (c) blank verse (d) ballad meter

I4. The line is dominated by repetition and trochaic falling rhythm rather than the play’s prevailing iambic rise,
so it drags. The rhythm isaready creeping before creeps arrivesin the next line; the word names what the meter



has been doing, which is why the effect precedes the statement.

Set J

1. metonymy 2. synecdoche 3. paradox 4. apostrophe 5. zeugma 6. antithesis 7. situationa irony 8.
dramatic irony 9. litotes 10. aliteration 11. chiasmus 12. pathetic fallacy 13. personification 14.
epistrophe (also tricolon)

Set K

K 1. Diagnoses and rewrites.

1. Announcesatopic. — “Macbeth givesits symbolsto its guilty characters rather than to its narration —
blood, water, and sleep are things Macheth and his wife notice — so that the play’ s symbolic order is
indistinguishable from their deteriorating minds.”

2. Device-spotting; unarguable. — Seethe model thesisin 16.4.

3. Topic, not claim. - “The Great Gatsby treats the American Dream not as an aspiration that fails but as
one that requires failure: Gatsby can sustain his vision of Daisy only while she remains unreachable.”

4. Unprovable claim about intention. - “The poem’sinductive structure — three examples before asingle
flat conclusion — withholds its thesis until the reader has already assembled it.”

K2. Model analysis. The sentence borrows the vocabulary of philosophy — a truth universally acknowledged,
proposition-like phrasing, the deductive must — and applies it to neighbourhood gossip about marriage. The
mismatch between the grandeur of the register and the pettiness of the content is the joke, and it is also a
method: Austen will spend the novel letting characters reason confidently from nothing. Must be in want of is
the crucial phrase, since it presents an unfounded assumption as a logical necessity, which is precisely the error
Elizabeth and Darcy each commit about the other. The second paragraph then reverses the proposition — it is
the families who want the fortune, not the man who wants the wife — establishing that in this novel the
narrator’ s statements must be tested against the situation rather than believed.

Set L

L1 1. ad hominem 2. fasedilemma 3. post hoc 4. dippery slope 5. hasty generalisation 6. circular
reasoning

L 2. (a) “we can not dedicate — we can not consecrate — we can not hallow”; “of the people, by the people, for
the people.” (b) “what we say here” against “what they did here.” (c) The birth metaphor: brought forth,
conceived, created, a new birth of freedom. (d) “The world will little note, nor long remember what we say
here” (e) Slavery, the Confederacy, Gettysburg, and Lincoln himself are unnamed; the omissions lift the
speech out of its occasion and let it function as a general statement about self-government, which is why it
survives detached from the battle it commemorates.

L 3. Self-assessed. Check that your tricolon is genuinely three parallel structures, that your antithesis balances
two opposed elements grammatically, and that your ethos does not consist only of asserting your own
reasonabl eness.



CHAPTER 29

Glossary of Terms

Linguistic, rhetorical, and literary vocabulary used in this course, with definitions short enough to be

memorised.

Term Definition

Allegory A sustained narrative in which characters and events consistently represent a second set of meanings.

Alliteration Repetition of initial consonant sounds in nearby words.

Allusion An indirect reference to another text, person, or event.

Anagnorisis The moment of recognition in atragedy, when a character learns the truth.

Analepsis A flashback — narration of an earlier event out of sequence.

Anapest A metrical foot of two unstressed syllables followed by a stressed one.

Anaphora Repetition of the same words at the beginning of successive clauses.

Antithesis Balanced grammatical opposition of contrasting ideas.

Apostrophe Direct address to an absent person, the dead, or an abstraction.

Aspect The grammatical view of an action — completed, ongoing, or connected to the present — as distinct
from tense.

Assonance Repetition of vowel sounds within nearby words.

Bildungsroman
Blank verse
Caesura
Catharsis
Chiasmus
Circumlocution
Closereading
Code-switching
Cohesion
Coallocation
Conceit
Connotation
Consonance

Dactyl

A novel tracing a protagonist’s growth into maturity.

Unrhymed iambic pentameter.

A strong pause within aline of verse.

The purging of pity and fear that Aristotle attributed to tragedy.

Inverted parallel structurein an ABBA pattern.

Describing something whose name you cannot retrieve.

Sustained analysis of a short passage, treating every choice as deliberate.
Moving between languages, diaects, or registers according to context.
Sentence-to-sentence flow, produced mainly by information order.

The habitual partnership of particular words (make a decision, heavy rain).
An elaborate, extended metaphor.

The associations aword carries beyond its literal meaning.

Repetition of consonant sounds, not necessarily initial.

A metrical foot of one stressed syllable followed by two unstressed.



Term Definition
Denotation A word's literal, dictionary meaning.
Diction Word choice, considered as a stylistic and interpretive matter.

Double consciousness

Dramaticirony
Elision
Enjambment
Epistrophe

Ethos

Foil

Formulaic sequence
Freeindirect discourse
Freeverse
Given—new contract
Hamartia

Hubris

Hyperbole

lamb

In mediasres
Intentional fallacy
1PA

Kairos

Litotes

L ogos

M etaphor

Meter

Metonymy
Minimal pair
Modal verb

M or pheme

Motif

Du Bois'sterm for the divided self-perception produced by seeing oneself through a hostile society’s

eyes.
A situation in which the audience knows what a character does not.
Omission of asound in connected speech.

Continuation of a sentence past the end of averseline.

Repetition of the same words at the end of successive clauses.
Persuasion through the speaker’s credibility and character.

A character whose contrast illuminates another.

A prefabricated multi-word chunk retrieved as a single unit.

Third-person narration that carries a character’ s voice and idiom without quotation or attribution.

Verse without regular meter or rhyme, organised by other forma means.

The principle that a sentence should begin with old information and end with new.
The error or misudgement that precipitates atragic hero’sfall.

Overreaching pride, especially against the natural or divine order.

Deliberate exaggeration.

A metrical foot of one unstressed syllable followed by one stressed.

Beginning a narrative in the middle of the action.

The error of judging awork by the author’s stated or presumed intention.
International Phonetic Alphabet — one symbol per speech sound.

The rhetorical appeal of timing and occasion.

Understatement by denial of the opposite (“not bad”).

Persuasion through reasoning and evidence.

An implicit comparison identifying one thing with another.

The regular pattern of stressed and unstressed syllablesin verse.

Substitution of an associated thing for the thing meant (“the crown” for the monarchy).
Two words differing by exactly one phoneme.

A verb expressing the speaker’ s attitude — certainty, obligation, permission, ability.
The smallest unit of meaning in alanguage.

A recurring image, object, or phrase that accumulates significance.



Term

Definition

Nominalization
Onomatopoeia
Oxymoron
Paradox
Parallelism
Pathetic fallacy
Pathos
Peripeteia

Per sonification
Phoneme
Phrasal verb
Prolepsis
Prosody
Reduction
Refrain
Register
Rhetoric
Schwa

Simile

Slant rhyme
Soliloquy
Sonnet
Spondee
Steelmanning

Stresstiming

Subtext
Syllable-timing
Symbol
Synecdoche

Syntax

Conversion of averb or adjective into a noun, usually weakening prose.
A word that imitates the sound it names.

Two contradictory terms joined in a phrase.

An apparent contradiction that reveals a truth.

Matching grammatical form acrossitemsin a series.

Attribution of human emotion to nature.

Persuasion through the audience’ s emations.

Thereversal of fortunein atragic plot.

Attribution of human qualities to non-human things.

A sound that distinguishes meaning in a given language.

A verb plus a particle whose meaning is not the sum of its parts.

A flash-forward — narration of alater event in advance.

The rhythm, stress, and intonation of speech.

The weakening of unstressed syllablesin connected speech.

A repeated line or group of lines.

The level of formality appropriate to a context.

The study and practice of persuasion.

The neutral unstressed vowel /a/, the most frequent vowel sound in English.
An explicit comparison using like or as.

Approximate rhyme sharing some but not all sounds.

A speech delivered by a character alone on stage.

A fourteen-line poem, usually in iambic pentameter, with a fixed rhyme scheme.
A metrical foot of two stressed syllables.

Stating an opposing argument in its strongest form before answering it.

A rhythmic system in which stressed syllables recur at roughly equal intervals and unstressed
syllables compress.

What characters mean but do not say.

A rhythmic system in which syllables take roughly equal time.
A concrete thing that stands for an abstraction.

Substitution of a part for the whole.

The arrangement of words into phrases, clauses, and sentences.



Term

Definition

Tenor / vehicle/ ground
Tense

Theme

Thought group

Tone

Tricolon

Trochee

Unreliable narrator
Volta

Warrant

Zeugma

In ametaphor: the subject, the thing compared to it, and the shared quality that links them.
The grammatical location of an action in time relative to now.

A question awork persistently raises— not amora it delivers.

A short stretch of speech carrying one idea, bounded by a pause and a pitch movement.

A speaker’s or writer’s attitude toward subject and audience.

A series of three parallel elements.

A metrical foot of one stressed syllable followed by one unstressed.

A narrator whose account the reader must correct.

The turn in a sonnet or an argument.

The unstated principle connecting evidence to aclaim.

One verb governing two objects in different senses.




CHAPTER 30

Reference Tables and Reading Plan

Everything worth keeping within arm' sreach, plus a two-year reading plan and a list of free resources.

30.1 The sounds of American English, at a glance

Vowels Key word Vowels Key word
fi:/ see fou/ go

N/ sit o/ book

fet/ say fu:/ food

e/ bed /n/ cup

fee/ cat fal about
Ja:/ father fa butter
/o:/ thought a1/ my

Jav/ now o1/ boy

30.2 Irregular verbs worth over-learning

Base Past Participle Base Past Participle
be was/were been lead led led
begin began begun leave | eft | eft
break broke broken lie (recline) lay lain
bring brought brought lay (place) laid laid
choose chose chosen rise rose risen
come came come raise raised raised
do did done see saw seen
drink drank drunk seek sought sought
drive drove driven speak spoke spoken
eat ate eaten take took taken
fall fell fallen teach taught taught
forget forgot forgotten tear tore torn

give gave given throw threw thrown



Base Past Participle Base Past Participle

go went gone wear wore worn

know knew known write wrote written

The four that native speakers get wrong too: lie/lay/lain vs lay/laid/laid; rise/roserisen vs

raise/raised/raised. Lie and rise take no object (I lie down); lay and raise require one (I lay the book down).

30.3 Confusable pairs

Pair Distinction

affect / effect Affect is usually the verb; effect the noun.

imply / infer The speaker implies; the listener infers.

fewer / less Fewer for countable, less for mass.

who / whom Who is the subject; whom the object.

that / which Usethat for essential clauses, which (with commas) for non-essential.
lose/ loose Lose isthe verb; loose means not tight.

principle/ principal A principleisarule; aprincipal isaperson or amain thing.

complement / compliment

discreet / discrete

eg./i.e

further / farther

historic / historical

Complement completes; compliment praises.

Discreet istactful; discrete means separate.

e.g. =for example; i.e. =that is.

Farther for physical distance; further for degree.

Historic = important in history; historical = relating to the past.

30.4 A two-year reading plan

Quarter  Focus Texts (all free unless noted)

1 Poetry and voice Shakespeare’ s sonnets ¢ Blake * Dickinson ¢ Frost « Whitman

2 The nineteenth-century novel  Austen, Pride and Prejudice « Bronté, Jane Eyre « Dickens, Great Expectations

3 American origins Douglass « Emerson, “ Self-Reliance” « Thoreau, Walden « Melville, “Bartleby”

4 Drama Macbeth « Hamlet » Ibsen, A Doll’s House ¢« Chekhov, The Cherry Orchard

5 Realism and its discontents Twain, Huckleberry Finn « Chopin, The Awakening « Wharton, The House of Mirth ¢
James, The Turn of the Screw

6 Modernism Eliot, The Waste Land * Joyce, Dubliners » Woolf, Mrs Dalloway ¢ Fitzgerald, The

Great Gatsby



Quarter  Focus Texts (all free unless noted)

7 The essay and rhetoric Montaigne, selections ¢ Swift, A Modest Proposal « Orwell, essays ¢ Lincoln and
Douglass speeches

8 The twentieth century onward  Library borrowing: Hurston, Ellison, Baldwin, O’ Connor, Morrison, and living
writers of your choosing

30.5 Free resources

Resource Use
Project Gutenberg Over 70,000 public-domain books as free e-texts.
LibriVox Free volunteer audiobooks of public-domain works — ideal for shadowing literary prose.

Poetry Foundation and Poets.org  Poems with audio readings;, many recorded by the poets.

Speech Accent Archive (George Hundreds of speakers reading the same paragraph — hear your own first language’s accent
Mason University) pattern in English.

Your publiclibrary Free e-books and audiobooks of in-copyright work; free conversation groups in many
American cities.

A corpustool (e.g. acollocation Check whether aword combination is actually used before you use it.
dictionary)
Any spaced-repetition app Vocabulary and chunk retention on the schedulein 4.6.

30.6 A final word

You now have a model of English sounds, a grammar of meaning rather than rules, a training programme for
fluency, a system for prose, and the technical vocabulary of literary study. None of it is knowledge you can hold
passively. Language is a motor skill wearing the costume of a subject.

So the last instruction is the same as the first. Speak before you are ready. Write before the idea is finished.
Read something that is dightly too hard for you, out loud, today. The gap between a person who studied English
and a person who uses it is not talent or years — it is the number of times they were willing to be imperfect out
loud.

“ Ah, but a man’ s reach should exceed his grasp, / Or what’s a heaven for?”

Robert Browning, “Andrea del Sarto” (1855). Public domain.



