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Copy and Compose


Copy and Compose, A Guide to Prose Style 

by Winston Weathers and Otis Winchester (Prentice-Hall, 1969). 

Chapter 2: Stylistic Sentences

A stylistic sentence is a basic sentence modified or transformed to produce some special effect. Having learned to write a great many basic sentences, you are now ready to enrich or “dress up” your basic sentences in order that you may more precisely and completely achieve the exact rhetorical profile you need in a particular composition. Stylistic sentences can do a number of things for you: They can help establish emphasis; they can indicate climaxes; they can provide variation within a plain and common style; and they can help establish and maintain an elaborate and eventful literary style. In general, they can assist you in your manipulation of stylistic intensity.

If you were to write using only basic sentences, you would not be writing poorly, but you would probably not be writing as effectively as possible. If you were to paint only with primary colors, perhaps you would not paint so colorfully and flexibly as you might if you mixed these primary colors to get secondary ones. Stylistic sentences are like secondary colors: They are the more subtle, at times even more exotic, hues that the skilled artist employs.

Clifton Fadiman once wrote, “Purely purposive prose can become so dull as to fail of its purpose, which first of all presupposes the engagement of the attention.” Stylistic sentences are especially geared to engage the reader’s attention. Indeed the stylistic sentence might be called the noticeable sentence, for it not only communicates with the reader but also begins to intrigue him by the very way it is put together.

By mastering the various forms of stylistic sentences, you will be able to intrigue your reader, to engage his attention to the extent that seems best at any given time. On certain occasions you may wish your writing to be low-keyed, rather plain, but on other occasions you may wish to make it highly eventful, elaborate—even unusual. In between these two possibilities there are, of course, numerous shadings and gradations of stylistic intensity that you can establish. With the proper use of stylistic sentences along with basic sentences, you can usually produce the tone and manner that you have in mind. As you increase the number of stylistic sentences in your writing, you will increase the elaborateness and eventfulness of your prose. And, as you will soon discover, stylistic sentences themselves differ in their degrees of intensity: Some are more elaborate and eventful than others.

A stylistic sentence may be engendered from a basic sentence in various ways: by altering the basic sequence of words and their syntax; by introducing elements of design and pattern; by interrupting the normal flow of the sentence; and by adding repetitions, metaphors, alliterations, and various rhythms. Indeed, you will find many, many ways to construct stylistic sentences, many of these ways so well established in the art of composition that they have definite (and ancient!) technical names, names you may wish to learn when they are presented.

As you practice the various stylistic sentences given on the following pages, keep in mind that they are to be used in conjunction with basic sentences. Remember, that if you are to write well, you must always draw from the full spectrum of sentence types—both basic and stylistic. No one sentence form, no one group of sentence types, is better than another. Good writing is usually eclectic. Your goal is to build as large a repertoire as possible.

As you did in your study of basic sentences, copy the model sentence:

Our automatic response is stronger than our intellectual awareness.

E. H. Gombrich; Meditations on a Hobby Horse and Other Essays on the Theory of Art
and then write a similarly-constructed sentence of your own:

My unlimited expenses are always greater than my restricted income.
1 The Repetition Sentence (with Key Word Repeated) 

“A friend in power is a friend lost.”  Henry Adams, The Education of Henry Adams
“If your readers dislike you, they will dislike what you say.”  F. L. Lucas, Style
“Perpetual devotion to what a man calls his business is only to be sustained by perpetual neglect of many other things.”  Robert Louis Stevenson, An Apology for Idlers
One of the things you can do to transform a basic sentence into a stylistic sentence is to repeat a key word. In Henry Adams’s sentence, the repetition of the noun “friend” not only gives emphasis to “friend” itself, but also distinguishes the entire sentence from a more ordinary expression of the same thought. Adams might have written, “A friend in power is lost” or “Once a friend has power, he is lost” or “We lose our friends when they gain power.” Adams chose, however, for stylistic reasons, a more structured form.

Such key-word repetition—it may be the repetition of a noun, or a verb as in F. L. Lucas’s sentence, or an adjective as in Robert Louis Stevenson’s sentence—often occurs in a separate phrase or clause that is clearly removed from the initial appearance of the key word. A part of this type of sentence’s effectiveness results from the reader’s encountering the key word after intervening words have occurred.

Sentences with a single key-word repetition in them frequently have an aphoristic quality, and therefore are valuable to use when you are expressing something you consider an indisputable, important, or memorable truth.

Copy each of the three sentences given above; then compose three sentences of your own, one in which you repeat the major noun in the sentence, one in which you repeat a verb, and one in which you repeat an adjective.
2 The Repeated-Word-Sentence  (Epizeuxis) 

“For to mean anything high enough and hard enough is to fail, fail joyously.”  John Ciardi, “Manner of Speaking”

“Surrounded by her listeners, she talked in a slow circle in her ﬁne deep voice, the word ʻperceptionʼ occurring again and again and yet again like the brass ring the children snatch for as their hobby horses whirl by.”  Katherine Anne Porter, Gertrude Stein: A Self-Portrait
“They hire English nannies, if possible, always nice middling women with sensible hairdos, sensible clothes, and sensible shoes.”  Tom Wolfe, The Nanny Mafia
Another form of key-word repetition used to achieve the stylistic sentence is the repetition of the same word in close proximity. John Ciardi, in his sentence, has repeated the word "enough” with only two words between, and he has repeated “fail” with no words intervening. Such close repetitions are technically known as epizeuxis and are an important way to emphasize particular words. They also give a sentence a certain focus and climax, and they frequently give the sentence a special rhythmical quality.

Epizeuxis can occur with any part of speech: In Ciardi’s sentence it is achieved with an adverb and also a verb; in Katherine Anne Porter’s sentence, with an adverb; and in Tom Wolfe’s sentence, with an adjective.

Copy each of the above three sentences; then compose three sentences of your own in which you repeat words in close sequence. Vary the part of speech of the repeated words from one sentence to the next.
3 The Repeated-Word (with Extended Repetition) 

“All the more strange, then, is it that we should wish to know Greek, try to know Greek, feel forever drawn back to Greek, and be forever making up for some notion of the meaning of Greek, though from what incongruous odds and ends, with what slight resemblance to the real meaning of Greek, who shall say?”  Virginia Woolf, On Not Knowing Greek
Word repetition can be extended to some length in the stylistic sentence, becoming something like a refrain or chorus. Virginia Woolf has presented the word “Greek” five times to achieve extreme emphasis and to create a sentence seemingly “nailed together’' with the repeated word. We can almost hear the hammer blows as Virginia Woolf pounds in the word “Greek,” fastening the sentence together. Extended repetition is a valuable device to use when you wish to suggest a certain amount of compulsiveness, weary vexation, anger, or even irritation; it is a valuable kind of sentence to use in criticism, argument, and disputation.

Copy the above sentence; then compose a sentence of your own in which word repetition is carried on at some length. Write a sentence dealing with an issue or subject that especially concerns you or disturbs you.
4 Repositioned-Adjective Sentence 

“Salisbury Plain is barren of criticism, but Stonehenge will bear a discussion antiquarian, picturesque, and philosophical.”  William Hazlitt, On Going on a Journey
“Consider what dreams must have dominated the builders of the Pyramids—dreams geometrical, dreams funereal, dreams of resurrection, dreams of outdoing the pyramid of some other pharaoh!”  George Santayana, Soliloquies in England
Another easy way to transform a basic sentence into a stylistic one is to move words from their normal syntactical position into a more unusual position, and the easiest kind of word to manipulate in such a way is the adjective. Hazlitt achieved an interesting sentence simply by moving his three adjectives from in front of the noun “discussion” and presenting them after the noun. Instead of writing “Salisbury Plain is barren of criticism, but Stonehenge will bear an antiquarian, picturesque, and philosophical discussion, Hazlitt moved his adjectives to emphasize the adjectives themselves and to give the entire sentence a new and unusual structure and sound. In doing so, he lifted the sentence from a pedestrian level to a more noticeable level. The repositioned-adjective sentence can be used for variation in a passage of writing that relies heavily upon adjective modification.

In Santayana s sentence we find another dramatic version of the repositioned adjective. This sentence is certainly more dramatic than a more basic version: “Consider what geometrical and funereal dreams of resurrection must have dominated the builders of the Pyramids who yearned to outdo the pyramid of some other Pharaoh!” Notice, too, that Santayana’s sentence is doubly dramatic since it makes use not only of adjectives moved from their normal position but it also makes use of key-word repetition. This sentence is a good example of how a writer can begin to compound stylistic intensity and elaborateness in a sentence by doing more than one noticeable thing at the same time.

Copy the above two sentences; then compose two sentences of your own—one in which you present one or more adjectives after the noun rather than in front, and another .in which you use not only unusual adjective placement but also some form of word repetition. You may wish to prepare for this exercise by first writing a descriptive sentence in which you employ a number of adjectives, all in the normal front-of-the-noun position, and then rewriting your sentence with one or two of your adjectives moved to an unusual position for the sake of emphasis or simple variation.
5 Rhetorical question 

“Are they not criminals, books that have wasted our time and sympathy; are they not he most insidious enemies of society, corruptors, deﬁlers, the writers of false books, faked books, books that ﬁll the air with decay and disease?”  Virginia Woolf, How Should One Read a Book?
A standard, and in many ways easy, method of giving stylistic aura to a sentence is to convert it into a rhetorical question. Virginia Woolf could easily have left her sentence in its basic form: “Books that have wasted our time and sympathy are criminals; writers of false books, faked books, books that fill the air with decay and disease are the most insidious enemies, corruptors, and defilers of society.” By converting the statement into a question, she gave it a new stylistic dimension. You will note, however, that she could have presented the rhetorical question in the positive, rather than in the negative: “Are they criminals...; are they the most insidious...,” but by including the “not” she forces the reader into agreement and affirmation.

If you were to start with a basic statement, “The sky is dark blue,” you might achieve a stylistic conversion by asking, “Is the sky dark blue?” in a context that suggests a “yes” answer or by asking the question “Is not the sky dark blue?” so as to demand a “yes” answer. The difference in the two forms of rhetorical question is that the negative form is less subtle in its request for agreement.

Note that, stylistically, Virginia Woolf does several other things in her sentence: She shuns the ordinary syntax, “Are books not criminals,” and uses instead “Are they not criminals, books . . .” and she repeats the key word “books.”

Copy the rhetorical question given above; then compose a similar question of your own, that is based upon some prior declaration or statement. Write both your basic statement and your “question form” of it.
6 The Interrupted Sentence (The Explanation)
“They have observed—that is to say, they have really seen—nothing.” Arnold Bennett, The Author's Craft
How then does a man—be he good or bad—big or little—a philosopher or a fribble—St. Paul or Horace Walpole—make his memoirs interesting?”  Augustine Birrell, Obiter Dicta
Stylistic sentences may be achieved by the judicious use of interruptions. You have already copied and composed the interrupted sentence in your study of basic sentences, but now you will want to note the particular stylistic uses to which the interrupted sentence can be put.

The interrupted sentence is used in two ways. One, the interruption can draw attention to that element in the sentence that follows the interruption. In Arnold Bennett’s sentence the word ‘‘nothing” receives a special emphasis because of the suspenseful nature of the words preceding it. Two, the interruption frequently acts as a kind of brake on the rhythm of the sentence and consequently can indicate termination: The concluding sentence in a paragraph or whole composition is frequently of an interrupted nature—interrupted so as to “put on the brake” verbally, as the writer brings a particular unit of composition to its conclusion.

Interruptions may be of any length, of course, and may be of a complex nature, made up of various separate items. In Birrell’s sentence, there is a deliberate use of the interruption to create stylistic suspense and to give greater emphasis to the concluding words. In this sentence you will note that the device of interruption has been joined with the device of the rhetorical question for a more complex stylistic effect.
Copy the two interrupted sentences; then compose two of your own—one with a rather simple interruption focusing attention upon the word that follows the interruption, and one with a complex interruption of several items.
7 The Interrupted Sentence (The Aside) 

“Even mathematical solutions (though here I speak with trembling) can have aesthetic beauty.”  F. L. Lucas, Style
Some interruptions are more digressive than others. While the usual interruption may be an appositive or a modification or a direct explanation, the interruption can become something like an “aside” and truly parenthetical, whether presented within parentheses or not. Such digressive interruptions may be more startling than other kinds of interruptions and are frequently placed within parentheses to indicate that they are to be “spoken with a whisper.” Digressive interruptions, the whispered asides, can be used stylistically to soften content, to give increased importance to what follows the aside, to establish the very nature of the persona in a composition, or simply to relieve the bluntness of a direct style.

Consider Lucas’s sentence. A basic statement, “Even mathematical solutions can have aesthetic beauty” has been modified by the interruption so that the reader is put in brief suspense following the word “solutions”; he is forced to wait a few words before finding out what Lucas has to say about his subject. Also, the aside, “though here I speak with trembling,” gives a new quality to the sentence by adding—to a statement that sounds like the premise of a syllogism—a certain personal, human, and subjective quality. To keep the sentence from being strictly declarative and expository, Lucas uses the digressive interruption to introduce a softening tone. The sentence becomes less didactic and slightly more dramatic. In addition, the concluding words “aesthetic beauty” take on new emphasis as a result of their delay.

Copy the sentence above; then compose a similar sentence containing a digressive interruption by using parentheses.

8 The Structured Series (Balance) 
“An event may seem to us amusing or pathetic.” Joseph Wood Krutch, Experience and Art
“He who enters the sphere of faith enters the sanctuary of life.”  Paul Tillich, The Dynamics of Faith
“If we wish life to be a system, this may be a nuisance; but if we wish it to be a drama, it is essential.” G. K. Chesterton, Heretics 
You have written a number of basic sentences that contained representative series. Such series can be part of a stylistic sentence if you attend to the length of the units within the series. Without thinking about it, you may create units of various lengths; but, on certain occasions, you can, if you wish, take care to see that the units are the same length, are equalized into a definite architecture. Such a structure, having units that are the same length, is called an isocolon. With equal-length units, a series becomes more noticeable, more controlled, and more emphatic.

When only two units are involved, the resulting equal-length structure is called a balance. The balance may consist of two words, as “amusing” and “pathetic” in Joseph Wood Krutch s sentence; or of longer units, as the phrases in Tillich’s sentence— the sphere of faith” and “the sanctuary of life”; or even of clauses, as in Chesterton’s sentence. In the Chesterton example the entire sentence is involved in the balance and represents the most controlled structural form a writer can achieve with a two-part series. 

Whenever you write a sentence, if you can add a dimension of perfect structure and architecture by using units of equal size, you will make your writing more noticeable and eventful—an effect you will desire when your rhetorical profile calls for some degree of heightening.

Copy the three sentences above; then compose three sentences of your own in which you balance first two individuals words, then two independent clauses, and then two prepositional phrases used as adjectives.
9 Compound-Balance Sentence 

“The room was solid and rich; it was established and quiet.”  Robert Allen Durr, The Last Days of H. L. Mencken
Two balanced structures can be joined in a single sentence to create an even more elaborate balance. You should master this sentence type that compounds the balancing effect. In Durr’s sentence you find an overall balance—“The room was solid and rich” balanced with “it was established and quiet.” Yet each item in that overall balance contains its own balance: “Solid” is balanced with “rich,” and “established” is balanced with “quiet.” By compounding a structural effect, the dramatic quality of a sentence is doubly increased.

Copy the above compound-balance sentence; then compose a similar sentence of your own.
10 The Structured Series (Tricolon) 

“He was, indeed, in every sense of the word, a wise, a good, and a great man.”  Thomas Jefferson, A letter on the character of George Washington
“Creation, property, enjoyment form a sinister trinity in the human mind.”  E. M. Forster, My Wood
One of the most frequently used forms of the structured series is the tricolon—a three-part series with units of equal length. The tricolon is always dramatic, and it has been used for such grandiose announcements as Caesar’s “I came, I saw, I conquered and Lincoln’s “of the people, by the people, for the people.” The tricolon effects a dramatic presentation of the reasonable and judicious position; and perhaps for that reason, it is one of the most popular stylistic constructions. Jefferson has an exact tricolon in “a wise,” “a good,” and “a great.” Forster has an exact tricolon with his three trisyllabic words, “creation,” “property,” and “enjoyment.”
Because the tricolon is so effective a device of rhetoric and style, it can be overused; therefore, a writer should keep in mind the distinctions between two-part, three-part, and four-part series in general, and if he decides to use the three-part series, he should make sure he wants the series given the extra emphasis and attention that the tricolon will confer.

Copy the two sentences above; then compose two sentences of your own in which you use the tricolon.
11 The Structured series (Four-Part) 

“Logic, eloquence, wit, taste, all those things which are generally considered as making a book valuable, were utterly wanting to him.”  Thomas Babington Macaulay, Review of Crocker’s Edition of Boswell’s Life of Johnson
The four-part series can also have units of approximately the same length; indeed, any series can be so structured. In the sentence above, Macaulay presents four one-word units in his series; and, while the first two words are polysyllabic and the last two words are monosyllabic, the sense of exact structure prevails. Not only does Macaulay’s series connote, because of its four items, “the human being,” but because of its carefully structured one-two-three-four sequence, the series is given special importance, particular emphasis. Macaulay, indeed, would seem to be saying that not only are these the characteristics that sophisticated human beings put into their writing but also that these characteristics should not be overlooked or ignored.

Copy the sentence above; then compose a sentence of your own in which the units in a four-part or even a five-part series are of approximately the same length.
12 The Symmetrical Sentence
“Effeminacy is fatal.” Dixon Wecter, The Hero in America
“Imagination means individuality.”  Stephen Spender, The Imagination in the Modern World
In addition to balancing the units of a two-part series, you may also write a sentence in which one part is balanced against the other. This sort of symmetrical sentence is achieved by presenting units of equal length on either side of a central verb. The symmetrical sentence is usually quite short, every word in it is involved in the balance. Wecter’s sentence of just three words presents a noun on one side of the pivotal verb and an adjective on

the other. Stephen Spender has done even more; He has not only a noun balanced with another noun, but he has also taken care that both words begin with i and end with tion. By placing on either side of the verb words of similar sound and spelling, Spender has given an additional intensification to the symmetrical sentence.

Structured as though on a fulcrum, the symmetrical sentence is emphatic and frequently aphoristic. It is often used—because of its startling and abbreviated structural nature—in opening positions at the beginnings of paragraphs or whole compositions, usually followed by explanations and details. It is a splendid kind of sentence

for startling declarations and premises, even though some sort of proof or illustration must of necessity come after.

Copy these symmetrical sentences; then compose two of your own. Limit each to three words. Use is as the pivotal verb in one sentence; then try to find another equalizing verb for your second sentence.
13 The Negative-Positive Sequence 

“A tragic writer does not have to believe in God, but he must believe in man.”  Joseph Wood Krutch, The Modern Temper
“He suddenly saw the ﬁelds, not as solid flat objects covered with grass or useful crops and dotted with trees, but as colour in astonishing variety and subtlety of gradation.” Joyce Carey, Art and Reality
Many times you may present a two-part series in a negative-positive form: “not this, but that.” Presenting not only the certainty of a two-part series but presenting it in so definite a no/yes or black/white version, you can create a particular and exceptional tension. 

Such negative-positive two-part series are effectively used when you wish to communicate certainty—and at the same time wish to give the second part of the series special importance. By presenting the negative, the positive becomes even stronger. By presenting the negative, you suggest that you are not only “certain” but also that you are taking into consideration any contrary argument, in order that your “certainty” will become imperative.

Consider how different Krutch’s sentence would have been if he had written, “A tragic writer may be an atheist, but he must believe in man.” The absoluteness of the two-part series would have remained, but a certain forcefulness would be lost. An additional degree of intensity was added to the sentence by Krutch’s repetition of the key word “believe.” 
Consider, too, how different the effect of Joyce Carey’s sentence would have been if he had written, “He suddenly saw the fields—normally viewed as solid flat objects covered with grass or useful crops and dotted with trees—now as colour in astonishing variety and subtlety of gradation.” Carey added the negative in order to highlight his concern with the color. 

Note that Carey has compounded his two-part series: the first item in the series, “not as solid flat objects covered with grass or useful crops and dotted with trees,” contains its own two-part series, “covered with grass or useful crops” and “dotted with trees.” And the first item of that interior series contains a two-part series, “grass” and “useful crops.” In addition the second item of the overall series, “but as colour in astonishing variety and subtlety of gradation,” contains an interior two-part series, “variety” and “subtlety.” Whereas Krutch combined negative-positive presentation with key word repetition to increase the intensity of his sentence, Carey has combined negative-positive presentation with interior two-part series to increase both tension and intensity.

Copy these negative-positive sentences; then compose two of your own. Compose one containing a negative-positive sequence without any additional device of intensity. Then compose another sentence containing the negative-positive sequence along with some additional device, such as key-word repetition or interior series.
14 Positive-Negative Sequence 

“I was told about missionaries, but never about pirates; I was familiar with hummingbirds, but I had never heard of fairies.”  Edmund Gosse, Father and Son
“Reason can dissect, but cannot originate; she can adopt, but cannot create; she can modify, but cannot ﬁnd.”  Horatio Greenough, Form and Function
High-tension sentences can also be created by presenting two items in positive-negative order. When the positive is presented first, however, the sentence takes on a particular negative note; there is more complaint in such a sentence, more criticism. When you write in “this, not that” form, you are giving a certain stress to the negative, the absent, the weak, the unfortunate within your content.

Edmund Gosse’s sentence is essentially a complaint. It would have had a much more positive tone if he had written, “I was never told about pirates, but I was told about missionaries; I had never heard of fairies, but I was familiar with humming-birds.” At least the complaint and criticism would have been greatly softened. Likewise, Greenough’s sentence would have been quite different if he had written, “Reason cannot originate, but can dissect; she cannot create, but can adopt; she cannot find, but can modify.” Greenough’s sentence, as actually written—in a positive-negative sequence—is a sharper, more militant criticism of reason and the rational mind.

Copy these two positive-negative sentences; then compose two of your own dealing with something worthy of your complaint and criticism.
15 Antithesis 

“The loftiest ediﬁces need the deepest foundations.”  George Santayana, Reason in Society
“Sink or swim, live or die, survive or perish, I give my hand and my heart to this vote.”  Daniel Webster, Eulogy on Adams and Jefferson 

Extreme tension can be achieved in sentences by presenting balanced elements in direct opposition to each other. A balance of opposites is called an antithesis, and it is one of the most popular of the intensifying devices in style. Antithesis may be especially useful to you when you wish to emphasize discrepancies and contrasts, or wish to magnify unlikely relationships. 

Santayana, in his sentence, has used antithesis to emphasize the relationship between the seen and the unseen parts of a structure; he has achieved intensification by balancing both his adjectives and nouns. Daniel Webster, in turn, has used a series of antitheses, not only to suggest the totality of his conviction, but also to suggest that this totality takes into consideration all polarities and that his conviction is so firm that it will survive whatever the circumstances. 

Copy the two antithetical sentences; then compose two of your own. In your second sentence use a series of antitheses as Daniel Webster did.
16 Antimetabole 

“But if thought corrupts language, language can also corrupt thought.”  George Orwell, Politics and the English Language
An even more elaborate form of intensification occurs in a two-part serie^ when two elements constitute one part of a balance and are then reversed to compose the second part of a balance. In Orwell’s sentence we see that “thought . . . language” becomes “language . . . thought.” This reversal of parts in a balance, involving exact words, is called antimetabole. It is, of course, a powerfully intense construction and, as such, is used only on rare occasions.

Copy Orwell’s sentence containing antimetabole; then compose a similar sentence.
“But to take the gamble out of the game, to try to make winning a dead certainty, is to achieve a certainty which is indeed dead.” Allan Watts, The Book on the Taboo Against Knowing Who You Are.

“You can take the cowboy out of the country, but you can't take the country out of the cowboy.”

 Message on a T-shirt

“The early part of life should teach us to harden what is soft within us, and the latter part should teach us to soften what has become hard.”  Sidney Harris, Fort Worth Star-Telegram
17 Asyndeton 

“He has had his intuition, he has made his discovery, he is eager to explore it, to reveal it, to ﬁx it down.”  Joyce Carey, Art and Reality
“We hear the hum of life in the fields; a horse champs his bit; a butterfly circles and settles.”

 Virginia Woolf, The Novels of Turgenev
You can stylistically modify any series, whatever its length, by manipulating the conjunctions within the series. You usually write a series with one conjunction, which comes between the last and next-to-the-last items. If you omit that conjunction, you have employed the device of asyndeton, and your series is pushed together into a more definite, single event or action of condition: The sense of time is speeded up and you have given your reader the impression that what you are talking about is one event occurring all-at-once.

In the sentence by Joyce Carey and the sentence by Virginia Woolf, you can anticipate the difference in effect if a conjunction had been used: “He has had his intuition, he has made his discovery, and he is eager to explore it, to reveal it, and to fix it down,” and “We hear the hum of life in the fields; a horse champs his bit; and a butterfly circles and settles.” With the conjunction the sentences are more ordinary; without it they are more compressed, more instantaneous, and more dramatic.

Copy these two sentences; then compose two sentences of your own containing asyndeton.
18 Polysyndeton 

“It was a hot day and the sky was very bright and blue and the road was white and dusty.”  Ernest Hemingway, A Farewell to Arms
“It is his privilege to help man endure by lifting his heart, by reminding him of the courage and honor and hope and pride and compassion and pity and sacriﬁce which have been the glory of his past.”  William Faulkner, Nobel Prize speech, 1950
The opposite of asyndeton is polysyndeton: an abundant use of conjunctions in a series. Polysyndeton enables you to stretch what you are saying out over a longer piece of time and enables you to distinguish each item of a series from its companions: Polysyndeton separates, each item of a series into a distinct or discrete experience.

Hemingway is famous for his use of polysyndeton; and Faulkner, in this sentence from his well-known Nobel Prize speech, makes tremendously effective use of polysyndeton in conjunction with a long series. Faulkner is calling attention to the human and the emotional, but the virtues he lists are not simply those of a single moment (if they were, asyndeton would have been used), but these virtues persist through the “glory of the past” into the present moment.

Copy the above two sentences; then compose two similar sentences in which you use many conjunctions to indicate an extension of experience over a long period of time and to indicate the distinct identity of each item in the series.
19 Anaphora 

“The reason why I object to Dr. Johnson’s style is, that there is no discrimination, no selection, no variety in it.”  William Hazlitt, On Familiar Style
“Art, for most Americans, is a very queer ﬁsh—it can’t be reasoned with, it can’t be bribed, it can’t be doped out or duplicated; above all, it can’t be cashed in on.” Louis Kronenberger, America and Art
Another intensifying device you can use in constructing a series of any length is anaphora: beginning each item in the series with the same word or words. In Hazlitt’s tricolon, you will notice that he has begun each item with the word “no”: “no discrimination, no selection, no variety.” In Louis Kronenberger’s long series, each item begins with the words “it can’t be.”

You will use anaphora to give a pounding emphasis to each item in a series, and thereby elevate the entire series onto a more intense and dramatic level of writing. To create anaphora, you can employ more than one word; whereas Hazlitt uses only “no” in the anaphora, Kronenberger, uses three words, “it can’t be.” As anaphora deepens, as more and more words are repeated at the beginning of each item, the more intense the device becomes.

Copy the above two sentences; then compose two of your own in which you employ anaphora.
20 Epistrophe 

“To the good American many subjects are sacred; sex is sacred, women are sacred, children are sacred, business is sacred, America is sacred, Masonic lodges and college clubs are sacred.”  George Santayana, Character and Opinion in the United States
“Raphael points wisdom; Handel sings it, Phidias carves it, Shakespeare writes it, Wren builds it, Columbus sails it, Luther preaches it, Washington arms it, Watt mechanizes it.” Ralph Waldo Emerson, Civilization
Of equal intensity with anaphora is epistrophe: ending each item in a series with the same word or words. Epistrophe is a dramatic way of showing the common denominator that unites a diverse series of subjects, and epistrophe forces a reader to an inescapable awareness of each item by placing it before a recurring

terminal word or words.

Santayana, for instance, makes us hear with startling clarity the words “sex,” “women,” “children,” “business,” “America,” and “Masonic lodges and college clubs” because they are all placed against a common background: the word “sacred.” How different would Santayana’s sentence have been if it read in a simpler form: “To the good American many subjects are sacred: sex, women, children, business, America, Masonic lodges and college clubs.” In such an ordinary series, neither the word “sacred” nor any individual item in the series would have challenged our attention.

Likewise, in Emerson’s sentence we hear much more loudly and clearly the words “Raphael paints,” “Handel sings,” “Phidias carves,” “Shakespeare writes,” “Wren builds,” and so on because they are noticeable variations placed in contrast with the constant “it.’

With epistrophe, a sentence is given a rich, driving power. You will find this device valuable to use when you have to present a number of items that have some common characteristic or feature.

Copy the above two sentences; then compose two sentences in which you use epistrophe. Use a three-part series in one sentence and a five-part series in the other.
21 Symploce 

“I was born an American; I will live an American, I shall die an American.”  Daniel Webster, Speech, 17 July 1850

Finally, you can combine anaphora and epistrophe to create the inescapable effect of symploce. By beginning each item with the same word and by closing each item with the same word, you achieve a double-barreled stylistic effect that is especially dramatic and emphatic.

Copy the above sentence; then compose one in which you use the device of symploce. Begin each item in the series, whatever its length, with the same word or words, and close each item in the series with the same word or words.
22 Anadiplosis 

“And there they have it, the color called Landlord’s Brown, immune to time, ﬂood, tropic heat, arctic chill, punk rumbles, slops, blood, leprotic bugs, cockroaches the size of mice, mice the size of rats, rats the size of Airedales, and lumpenprole tenants.” Tom Wolfe, Putting Daddy On
“We have lost our concern with the ends because we have lost our touch with reality and we have lost our touch with reality because we are estranged from the means to reality which is the poem—the work of art.” Archibald MacLeish, Why Do We Teach Poetry?
“This is great poetry, and it is dramatic; but besides being poetic and dramatic, it is something more.” T. S. Eliot, Poetry and Drama
“Passing bells are ringing all the world over. All the world over and every hour, someone is parting company with all his aches and ecstasies.” Robert Louis Stevenson, Aes Triplex
In a long-series sentence where the series has been extended to the point of absurdity, Tom Wolfe has used yet another stylistic transformation: ending one item in the series with the word that begins the next item—“the size of mice, the size of rats, rats the size of Airedales. . . This device is called anadiplosis. You will use anadiplosis to give a sentence—or at least that part of the sentence in which it occurs—a greater continuity and a slower

tempo (anadiplosis puts a sentence into something like slow motion). You will also use this device to give additional emphasis to the words involved.

You are not limited to the series in the use of anadiplosis, however. It can be used in any sentence that has two or more phrases or clauses. In Archibald MacLeish’s sentence the words “we have lost our touch with reality” are repeated at the beginning of the next clause, “and we have lost our touch with reality.”

Anadiplosis is sometimes muted—that is, more suggested than actually achieved in the technical sense. In T. S. Eliot’s sentence the words “poetry” and “dramatic” are taken from the first part of the sentence and “poetic” and “dramatic” are used to begin the second part. The effect is that of anadiplosis, and the same continuity, emphasis, overlapping, and slow-motion is achieved.

Anadiplosis may occur at the end of the one sentence and the beginning of the next sentence, as in the sentences from Stevenson’s Aes Triplex.

Copy the four sentences; then compose two sentences of your own containing anadiplosis.
23 The Circular Sentence (Epanalepsis)

“Across the United States of America, from New York to California and back, glazed, again, for many months of the year there streams and sings for its heady supper a dazed and prejudiced procession of European lecturers, scholars, sociologists, economists, writers, authorities on this and that and even, in theory on the United States of America.” Dylan Thomas, A Visit to America
Beginning and ending a clause or a sentence with the same word or words is called epanalepsis. Epanalepsis creates something like a circular sentence in that it ends where it began. Using epanalepsis, Dylan Thomas has written a razzle-dazzle sentence—one that boasts a complex series and high diction as well—typical of the intense, elaborate style for which he is famous.

This fairly long sentence makes a complete circle: “United States of America . . . United States of America.” Thomas has used it at the beginning of an essay to get the essay off to a rollicking start. Many writers do such a thing: Start a composition with an attention-getting sentence, employing some elaborate stylistic device, such as the circular sentence.

Copy Dylan Thomas’s sentence; then compose a similar sentence that begins and ends with the same words.
24 The Circular Sentence (Modified Epanalepsis)
“His illness was beyond all hope of healing before anyone realized that he was ill.”  James Baldwin, Notes of a Native Son
“America had to be made before it could be lived in, and that making took centuries, took extraordinary energies and bred an attitude of life that is peculiarly American.”  D. W. Brogan, The American Character
“Different ages have answered the question differently.” Virginia Woolf, The Patron and the Crocus
Sometimes circular sentences make use of modified epanalepsis, employing not the same word at the beginning and end but some form of the same word. (Whenever you use a variant form of a word, you are using the device of polyptoton.) In Baldwin’s sentence “illness” and “ill” create a modified epanalepsis and effect a circular sentence. The circular sentence is especially effective if there is one central theme a writer wishes to emphasize, as James Baldwin wishes to emphasize illness. By beginning and ending with the same idea, Baldwin seems to say that illness was the sum of his father’s final days; it was an all-encompassing and total event and experience.

Likewise, in Brogan’s sentence no one can mistake the main concern: The subject, “America,” is absolutely reinforced by being placed at the beginning and, as “American,” at the end of the sentence. In Virginia Woolf’s sentence the modified epanalepsis creates an aphoristic quality—closing the sentence off, rounding it into completeness, as though to say there is nothing beyond this sentence.
Copy these three sentences; then compose three of your own in which modified epanalepsis is used. Write one expressing the total domination of a subject that you name at the beginning and end of the sentence. Write another that expresses what you consider a truth about life, again naming the subject at the beginning and end of the sentence.
25 The Figurative Sentence (Simile) 

“Like a piece of ice on a hot stove the poem must ride on its own melting.” Robert Frost, The Figure a Poem Makes
“Ah, what a mistress, this Etna! with her strange winds prowling round her like Circe’s panthers, some black, some white.” D. H. Lawrence, Sea and Sardinia
An idea is frequently presented in a most intense manner when it is compared—startling, dramatically, and unexpectedly—with some highly picturable object, person, or event. Comparisons that are literal are not especially exciting, but comparisons made between different worlds of experience, differing planes of reality become dramatic figures that are an essential part of a writer’s stylistic material. Adding a figure to a literal basic sentence is a sure way to transform the basic into the stylistic.

Figures traditionally have a tenor—the idea or subject you are actually talking about—and a vehicle—the object, person, or event that you introduce for the sake of the startling comparison. In Robert Frost’s figure, the “poem” is the tenor and “a piece of ice” is the vehicle. By comparing a poem to a piece of ice. Frost has concretized and made picturable something he wants to say about the nature of the poetic art. And by making the comparison very explicit, by using the word like so the reader will be certain to notice the comparison. Frost has used what is technically known as a simile.

Similes can be combined with other stylistic devices, of course. D. H. Lawrence, in his sentence, has combined the simile with another form of figurative language, personification, and has, in addition, used a two-part series, “some black, some white,” intensified by balance, antithesis, and anaphora. Whereas Frost has compared an abstraction “poem” with the concrete “ice,” Lawrence has compared the unseeable “winds” with living animals; the difference between the two similes suggests how diverse and creative a writer can be in composing figurative sentences.

Copy these two figurative sentences; then compose two of your own. Remember a good simile—or, in general, any good figure—is one that is novel and fresh, and that truly adds new insight to the subject you are discussing.
26 The Figurative Sentence (Metaphor) 

“Nay, to conclude upon a note of grandeur, it is by ignorance alone that we advance through the rough seas of this our mortal life.” Hilaire Belloc, In Praise of Ignorance
Less explicit than the simile is the metaphor, wherein the words like or as are omitted. As figures become less explicit, they become stylistically more effective and intense. A metaphor may be presented in this fashion: “Our mortal life is a rough sea.” Or it may be presented, as Belloc has done, in an even more subtle way: “the rough seas of this our mortal life.” This form of metaphor is sometimes called a condensed metaphor, and it is one of the most effective devices you can use in your writing.

Copy Belloc’s sentence; then compose a sentence containing a condensed metaphor.
27 The Figurative Sentence (Reiﬁcation) 

“The winds that scattered the Spanish Armada blew English literature, which had been merely smoldering for generations, into a blaze of genius.” J. B. Priestley, Literature and Western Man
By comparing such an intangible subject as “English Literature” with so tangible a phenomenon as a fire “smouldering... into a blaze,” Priestley has constructed a figurative sentence by means of reification: Reification simply means making whatever you are talking about into a thing. The tenor is abstract, the vehicle is concrete. Reification is one of the standard ways of establishing a figure, whether that figure is presented as a simile or a metaphor.

Copy Priestley’s sentence; then compose a figurative sentence containing an example of reification.
28 The Figurative Sentence (Personiﬁcation) 

“Far off, a little yellow plane scuttles down a runway, steps awkwardly into the air, then climbs busily, learning grace.” Robert Penn Warren, Segregation
“Death stands at attention; obedient, expectant, ready to serve, ready to shear away the peoples en masse; ready, if called on, to pulverize, without hope of repair, what is left of civilisation.” Winston Churchill, World Crisis
Another way of establishing a figure is to compare a nonliving or inanimate subject with something alive. A figure whose vehicle is living and animate is called a personification. Robert Penn Warren has compared a plane (tenor) with a human being (vehicle) or at least with some sort of animal that can “step” and “climb” and “learn.”

Winston Churchill has also used personification. He has compared death, an abstraction, with a soldier who can “stand at attention.”

By knowing how to create personification and reification you can achieve different kinds of figurative sentences and thereby maintain variety in your composition even when writing at a highly intense figurative level.

Copy the two sentences above; then compose two similar sentences using personification as the means of achieving your figures.
29 The Complex Figurative Sentence
“When the struggle with somnolence has been fought out and won, when the world is all-covering darkness and close-pressing silence, when the tobacco suddenly takes on fresh vigor and fragrance and the books lie strewn about the table, then it seems as though all the rubbish and ﬂoating matter of the day’s thoughts have poured away and only the bright, clear, and swift current of the mind itself remains, ﬂowing happily and without pediment.” Christopher Morley, On Going to Bed
A sentence may contain several separate figures, and some of these figures may be extended to considerable length. In Morley’s sentence, you will notice various metaphors such as: “somnolence” (tenor), “something to fight with” (vehicle); “silence” (tenor), “something that can physically press in on a person” (vehicle); “tobacco” (tenor), “something that can be vigorous” (vehicle); “thoughts” (tenor), “something that can produce rubbish and floating matter” (vehicle); and “mind” (tenor), “a swift current” (vehicle). The metaphors concerning the day’s thoughts and the mind are actually akin to each other and are an extension of the basic metaphor that the mind is a stream that can become contaminated, but that also can be purified.

Copy Morley’s sentence; then compose one, just as long, in which you use at least two different and separate figures of any kind—similes, metaphors; reifications, or personifications. Extend one of the figures through several clauses.
30 The Alliterative Sentence
“All beauty comes from beautiful blood and a beautiful brain.”  Walt Whitman, Preface to Leaves of Grass
“A moist young moon hung above the mist of a neighboring meadow.” Vladimir Nabokov, Conclusive Evidence
“Even if the facts are false, they are still very strange.” G. K. Chesterton, On Certain Modern Writers and the Institution of the Family
On occasion, you will transform a basic sentence by making use of noticeable alliteration. Alliteration can make a statement unified and more memorable. A sentence in which many words are alliterated becomes a sentence with a common phonetic theme running through it, a thread of sound tying the meaning together. As a consequence alliterative sentences are more easily remembered.

Alliteration is achieved by repeating a consonant sound at the beginning of several words. Whitman, for instance, has alliterated the words “beauty,” “beautiful,” “blood,” “beautiful,” and “brain.” There is a limit, of course, to the number of words that can be alliterated in any given sentence, and Whitman’s use of the consonant b five times represents a maximum sort of use.

Nabokov uses the letter m four times in “moist,” “moon,” “mist,” and “meadow”; but he has spread out the alliteration a bit with more intervening words. Perhaps the secret of good alliteration is to limit the number of accented words involved and to avoid too heavy a concentration of the consonant sound.

Many times more than one alliterative consonant is used in a sentence. Chesterton, for instance, alliterates f twice, then shifts to the letter s. This can create an especially delightful effect, as one sound is contrasted with another, and as a result each is heightened, without becoming monotonous.

Copy the three alliterative sentences; then compose three of your own. Write two sentences, each with a different letter used in alliteration. Write a third sentence that uses two different letters for alliterative effect.
31 The Rhythmical Sentence 

“He is capable of being shown of what consciousness consists.”  Stephen Spender, The Imagination in the Modern

World
“Curiosity is a form of desire.” Marchette Chute, Getting at the Truth
Though perhaps all good sentences should be rhythmical, certain sentences have a much more obvious cadence and flow to them and are therefore more useful stylistically. The sentence that attracts us by its patterned flow is a sentence that can be used for all stylistic effects from simple emphasis to calculated grandeur.

In Stephen Spender’s sentence we find a two-part rhythm, echoing old biblical rhythms, old Anglo-Saxon rhythms, and the free-verse rhythms that Walt Whitman popularized in Leaves of Grass. “He is capable of being shown” is the first phrase in the rhythm, “of what consciousness consists” is the balancing phrase. This pendulum-like rhythm, swinging back and forth, could become monotonous and stupefying if it were the prevailing rhythm in a piece of writing; but as a special effect on special occasions, it is a delightful and enjoyable device.

In Marchette Chute’s sentence you will notice a three-part rhythm: “Curiosity” phrase one, “is a form” phrase two, “of desire” phrase three. Three-part rhythms can be used in contrast with two-part rhythms in passages of writing that need to “sing forth,” yet cannot be maintained with one single rhythmic form.

Copy the two rhythmical sentences above; then compose two of your own. One should have a two-part rhythm, the other a three-part rhythm.

32 The Metrical Sentence (Four Beats) 
“The sentence is a single cry.”  Herbert Read, English Prose Style
“Hitch your wagon to a star.”  Ralph Waldo Emerson, Civilization
“The world is very different now.” John F. Kennedy, Inaugural Address
On rare occasions you may wish to make a sentence actually metrical; that is, make its accents fall in a regular and patterned way. In Herbert Read’s sentence, you can hear the beat: “The SEN tence is a SIN gle cry.” The beat is a 1-2-3-4 beat or march step, the most common form of the metrical sentence. Metrical sentences are highly memorable because they are almost singable.

Emerson took advantage of the metrical sentence to make his transcendental philosophy understandable and popular; at least he took advantage of it in his famous sentence: HITCH your WAG on TO a STAR.

The modern writer sometimes uses the metrical sentence to make his points: John F. Kennedy included the metrical sentence in his Inaugural Address—a composition that is a rich display of most of the stylistic sentences you are encountering in this text.

Copy the three four-beat sentences above; then compose three of your own.
33 The Metrical Sentence (Varied Beats) 

“May in Venice is better than April, but June is best of all.” Henry James, Portraits of Places
“He was the man that cannot steer, that cannot splice, that ditches the work on dark nights; that, aloft, holds on frantically with both arms and legs, and swears at the wind, the sleet, the darkness; the man who curses the sea while others work.” Joseph Conrad, The Nigger and the Narcissus
Henry James also makes use of word accents to create a strongly metrical sentence: MAY in VEN ice is BET ter than AP ril, but JUNE is BEST of ALL. In the first clause the metrical feet are a mixture of trochaic and dactylic measures, but in the second clause James shifts to straight iambic feet. The total effect of the sentence is something like a dance, a measured lilt around the room, an appropriate meter for the “vacation” atmosphere of the sentence.

In Conrad’s metrical sentence, you will find an element of rhyme (“splice” “nights”) added to meter, and the effect is almost sing-song. After the opening clause, “He was the man,” the sentence becomes very metrical; it becomes almost a quatrain of iambic di-meter lines:

that cannot steer,

      that cannot splice,

that dodges the work

      on dark nights.
Then each succeeding clause establishes a definite meter of its own, especially the last clause, which is basically iambic pentameter. This exaggerated form of the metrical sentence is rarely used. You may, however, have need for it on some special occasion: perhaps to be funny, if nothing else.

Copy the two metrical sentences above; then compose two metrical sentences of your own, experimenting as you wish with different kinds of metrical measures and feet. 
34 The Master Sentence 

“The worst part of war is not death and destruction but just soldiering; the worst part of soldiering is not danger but nostalgia; and the worst part of a soldier’s nostalgia is the lack of intimacy, the lack of privacy, and the deprivation of the rights of self-determination and ownership.”  Robert Henriques, The Voice of the Trumpet
Master sentences are achieved by using a rich number of stylistic devices and by combining, weaving together, and juxtaposing various stylistic modifications and transformations. Robert Henriques has written such a master sentence. In it you will recognize alliteration—“worst,” “war,” “death,” “destruction”; balanced two-part series death and destruction,” “self-determination and ownership”; negative-positive sequence—“not death and destruction but just soldiering, “not danger but nostalgia”; modified anadiplosis soldiering; the worst part of soldiering is not danger but nostalgia; and the worst part of a soldier’s nostalgia”; key-word repetition—“lack,” “lack’; three-part series with anaphora “the worst part of war . . .; the worst part of soldiering . . .; and the worst part of a soldiers nostalgia . . .”; and three-part series without anaphora—“lack of intimacy, the lack of privacy and the deprivation of the rights. . . .” Such a rich mixture of stylistic modifications does not make for confusion, but for a tremendously effective sentence, remarkably clear and sturdy.

Copy Robert Henriques’s sentence; then compose a sentence that employs at least three of the stylistic devices that Henriques used.
35 The Master Sentence

“Vengeance then is forbidden; sacrifice is forbidden; justice is impossible: what remains? the fourth choice? forgiveness? And how then forgiveness?” Charles Williams, The Forgiveness of Sins
In this sentence Charles Williams opens with a three-part series—a tricolon: “Vengeance then is forbidden; sacrifice is forbidden; justice is impossible.” Then he dramatically concludes the sentence with a series of rhetorical questions: “what remains? the fourth choice? forgiveness? and how then forgiveness?” In the course of the three-part series and the four rhetorical questions, Williams uses key-word repetition: “forbidden,” “forbidden” (not quite an epistrophe because the third item in the series differs) and “forgiveness,” “forgiveness.’’

Also in the sentence are some splendid subtleties: Do you notice that the second word in the sentence is “then” and the next to the last word in the sentence is “then”? Do you also notice that the sentence opens with “vengeance” and closes with “forgiveness,” two opposed or antithetical words?

Copy Charles Williams’s sentence; then compose a sentence that opens with a tricolon and closes with a set of rhetorical questions. Add as many subtle stylistic devices as you can.

36 The Master Sentence

“Now the trumpet summons us again—not as a call to bear arms, though arms we need; not as a call to battle, though embattled we are; but a call to bear the burden of a long twilight struggle, year in and year out, ‘rejoicing in hope, patient in tribulation,’ a struggle against the common enemies of man: tyranny, poverty, disease and war itself.” John F. Kennedy, Inaugural Address
Opening with a metaphor, this splendid sentence proceeds through the negative-positive sequences—“not as a call to bear arms, though arms we need; not as a call to battle, though embattled we are; but a call to bear. ...” It continues with such modifications as a balanced two-part series of which the negative-positive sequences are part; repositioned adjectives—“embattled we are”; balance with anaphora—“year in and year out”; and a concluding four-part series.

John F. Kennedy’s Inaugural Address has become famous because of the use of such stylistic sentences. It serves to show that in all forms of writing, public and private, objective and subjective, logical and impassioned, stylistic sentences play a vital and important role.

Copy John F. Kennedy’s sentence; then compose a similar sentence. Open with a metaphor, continue through a negative-positive sequence and through a separate and distinct balance, and conclude with a four-part series.

37 The Master Sentence
“I was born in a large Welsh town at the beginning of the Great War—an ugly, lovely town (or so it was and is to me), crawling, sprawling by a long and splendid curving shore where truant boys and sandfield boys and old men from nowhere, beachcombed, idled and paddled, watched the dockbound ships or the ships steaming away into wonder and India, magic and China, countries bright with oranges and loud with lions; threw stones into the sea for the barking outcast dogs; made castles and forts and harbours and race tracks in the sand; and on Saturday afternoons listened to the brass band, watched the Punch and Judy, or hung about on the fringes of the crowd to hear the fierce religious speakers who shouted at the sea, as though it were wicked and wrong to roll in and out like that, white-horsed and full of fishes.” Dylan Thomas, Quite Early One Morning
In this magnificent sentence, loose and long, constituting an entire paragraph, great use is made of details placed in various forms of the series. After the initial statement the sentence proceeds descriptively, using double adjectives in front of nouns—“ugly, lovely town”—and double participles after the noun—“crawling, sprawling”—along with many instances of balance—“so it was and is to me,” “long and splendid,” “idled and paddled,” and “bright with oranges and loud with lions.” Note also the four-part series used: “castles and forts and harbours and race tracks.” In the sentence abundant use is also made of sound devices: alliteration—“wicked and wrong”—and rhyme—“crawling, sprawling.” And you will note the terminal rhythm of the sentence, after the long sweep of clauses and phrases: “as though it were wicked and wrong to roll in and out like that, white-horsed and full of fishes,” with “white-horsed,” a repositioned adjective, acting as a brake on the rhythmical flow.

You would rarely write so splendiferous a sentence, of course. But you may want to try it, just to say that you have done it. Someday you might even want to use such a sentence if you find yourself wanting to recreate some vital, exuberant experience.

Copy the sentence by Dylan Thomas; then compose a similar sentence: long, detailed, descriptive; with great attention paid to balanced constructions, various forms of the series, and repositioned adjectives; and with special attention paid to bringing your sentence to a rhythmical and cadenced conclusion.

