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Chapter 1

The TWO Main
Parts of Grammar

THE FIRST THING you have to do with this book is forget
everything you were ever taught about grammar!

If you were taught grammar in school, your ability to speak
well, and write well, was crippled. Because the old grammar —
the school grammar - is not only wrong, but disastrous. And
you simply have to forget all of it now. '

First of all, you have to throw away its definitions. You have
to realize that there are no such things as nouns, pronouns,
verbs, adjectives, and all the rest. (They never did make sense,
did they?)

Forget even their names. No more nouns. No more pro-
nouns. No more verbs. None of them work. None of them
show you how to take your thoughts, put them into words,
and link the words together into sentences that are simple,
that are clear, and that make other people think the way you
do.

Here, instead, are some definitions, and rules, that do just
that.

We can say, as our first rule, that all language is made up of
two — and just two — working parts. Two different kinds of
words. :

The first of these is what we will call Picture Words. (Or, if
you wish, Image Words.)

And the second is what we will call Connecting Words. (Or, if
you wish, Relation Words.)
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These are our two main parts -— the only two elements that
we will use to construct our flow of sertences. They replace all
the old useless parts. And they do things for you that nouns,
verbs, adjectives, etc. could never dream of doing,

Here are their definitions:

A Picture Word is a word that carries a built-in picture within
it.

When you say a Picture Word by itself, you see or hear or
feel or imagine something. Like Rose. Tree. Boy. Harry. Hit.
Itch. Thump. Blue. Swim. Slowly. Explosion. Truth. And all the
rest.

Each one of these words carries a picture inside itself. That
picture stands out by itself. You need no other words to sup-

~port it. It is there. It exists. You can see it. Smell it. Taste it.
Touch it. Draw it. Show it on movie film.

And, above all, you can be sure when you say it that the
other person sees just about the same picture, too.

Now, when we want to tell other people our thoughts, we

- can use several ditferent kinds of Picture Words. Here are some
of them:

There are Picture Words that show us things. Ship, World.
Betty, Julius Caesar. Rifle. Forest. Road. New York City. And all
the rest.

There ate Picture Words that show us actions. Hit, Sleep. Run.
Argue. Make. Transfer. Procrastinate, And all the rest,

There are Picture Words that show us colors, Red, Green. Or-

ange, Lavender. Fuchsia. And all the rest.

There are Picture Words that show us size. Tall. Fat. Long.
Microscopic. Gargantuan. And all the rest.

There are Picture Words that show us details of other pic-
tures. Torn. Embroidered. Tearful. Slowly. Laughingly. And all
the rest.

There are Picture Words that show us feelings. joy. Hate, Love.
Lust. And all the rest.

There are Picture Words that show us judgments. Bad. Good,
Right. Wrong. Interesting, Dull, |
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“There are Picture Words that show us ideas. Truth. Justice.
Liberty. Democracy. Parameter. 1d, Ego. Antidisestablishmen-
tarianism. And all the rest.

And — as the most powerful tool of all — there are Picture
Words that show us more than one kind of picture, depending
on how they are used in a sentence,

For example, the Picture Word saif can give you more than
one picture. If you say, “Hoist the sail,” you see one thing. But
if you say, “I'm going out to sail my boat,” you see an entirely
different picture.

Asyou'll see, it’s “slippery” words like sail — that shift their
meanings according to how you place them in your sen-
tences — that give you the tools you need to build punch,
charm, and humor into your sentences. -

There are, then, all kinds of Picture Words. But the kinds (or
categories) of them are not important. What is important is
their definition — that every one of them carries its own built-in
picture. And that they help you transfer that picture from your
mind to the mind of someone else.

Once again, every time you say one of them, you see some-
thing. And the person you're talking to also sees that same
something,

Therefore, they are different from our second kind of
word . . . the Connecting Word.

A Connecting word has no built-in picture within it.

When you say a Connecting Word by itself, therefore, you
don’t see anything. Likea ... the...in.., over.. . and. ..
yet... to.,.. when... before.

And especially /s . . . was ... be. And all the rest.

Try them. Unless you put them in a sentence, they give you
no picture at all.

If you say them by themselves, they automatically seem in-
complete.

You automatically say, ‘@ what?”... “the what?” ... “and
what?” ... over what?”... “fo what?”..."is what?”

By themselves, they are incomplete. They mean something
only when they are joined to another word — a Picture Word.
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What, then, is their use? Very simple. They tell us how the
Picture Words go together.

They tell us how the Picture Words are connected to each
other. In time. In space. In meaning. And in sequence.

They put the Picture Words in their correct places. They sort
the Picture Words out for us.

They arrange them in logical order — with sentences, and
between sentences. '

That's why we call them Connecting Words. A Connecting
Word is a word that shows us the connection between our Picture
Words. :

Picture Words alone don’t do this. To use a classic example,
take the Picture Words “Ship sails tomorrow.”

This is ambiguous; it can mean two things, And it needs an
almost-invisible Connecting Word, “the,” to sort out these two

meanings.

Put the “tie” in one place, and you have: “The ship sails
tomorrow.” But put it in another place between the same Pic-
ture Words, and you have: “Ship the sails tomorrow.”

Therefore, to get our meaning precise ~- to avoid confu-
sion when we talk to someone ~- we need both kinds of
words.

We need Picture Words. And we need Connecting Words.

We have to point things out. And we have to show how
they fit together. How they connect, or relate, to each other.

And grammar is the way we put these fwo kinds of words to-
geiher, to make our meanings precise.

This is all of the new grammar in a nutshell. We take two
kinds of words, We learn the best ways to put them together.
And then we use them to tell other people our thoughts.

Everything else follows from this simple procedure. The rest
of this book is just about how we do this. About how we take
these two building blocks -— these two kinds of words — and
use them to write novels, and poetry, and textbooks, and busi-
ness reports. Or sing songs. Or speak out at a business confer-
ence or a town meeting. Or gossip over a fence. Or whisper
marvelous little lies into a soft and willing ear.

The Two Main Parts Of Grammar ' 13

Here is how we start . . .

A SPECIAL NOTE

You have now finished Chapter 1. In it, you have learned
certain definitions, and the rules that put them to work.

I assume, however, that you will want more practice imme-
diately in proving that they do work. Therefore, I have put
some exercises and applications of these rules at the end of
each chapter.

[ would suggest that you turn to them now, and do the ex-
ercises and applications given there for Chapter 1.

Then go on to Chapter 2. And go through the remaining
chapters of the book in the same way.

The answers to these exercises are given in each chapter of
the book. if you have any questions, just go back and forth
from exercise to the chapter.
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Exercises and Applications

THESE EXERCISES and Applications are to be done after you
finish each one of the chapters.

They have a simple purpose: To put into operation the terms
and rules you have learned in each of these chapters. To give you
practice in:

Thinking with them.

Using them to solve problems.

And, above all, putting them to work ~— immediately —

as tools to help you express your thoughts more effectively.

They are not, however, tests. They are not here to see
whether you can repeat, like a parrot, the material given to
you in each chapter.

This is exactly what you do not want to do. You do not want
to repeat or memorize at all. Because then you would be using
my thoughts instead of your own. And you would then have
to come back to my answers to see whether you were right or
wrong. :

Then you would always be dependent on somebody else.
And the whole purpose of education is to make you depen-
dent on no one except yourself. To give you the proper tools —

effective enough and logical enough — to do the thing right
yourself, and know that you're right, without asking anyone
else at all, _

So what you do in these exercises is forget about repetition.
And concentrate entirely on application. On using these rules
50 often — and proving that they work each time — that
you become as comfortable with them as you are with your
own name.
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Exercises and Applications
for Chapter1

For each exercise, either fill in the blank line or circle the

correct word or phrase.

1. There are only two definitions in this book that you re-
ally have to remember. The first of them is for a Picture
Word. It is really quite simple. I'd like you to fill in the key
word in it right now:

A Picture Word is a word that carries a built-in
within it.

2. There are all kinds of pictures, of course, that these Pic-
ture Words can show us. For example, there are Picture
Words that show us things. In Chapter 1, I listed eight
things that Picture Words can show us. There are thou-~
sands more. Would you list five more below:

3. Some of the things Picture Words can show us are, of
course, people. So please list five different Picture Word

names of people here:

4, Now list five new Picture Words that show us ac_t_.ions:
(Make sure that at least two of them are action Picture
Words that have more than one syllable each.)

5. Now list five new Picture Words that show us colors:

6. Now kst five new Picture Words that show us size:
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7. Now list five new Picture Words that show us detasls
of the things you have listed in 2 above,

8. Nowlist five new Picture Words that show us details of
actions. The actions you have listed in 4 above.

9. Now list five new Picture Wards that show us details of
people. The people you have listed in 3 above.

10.  Now list five new Picture Words that show us details of
colors, The colors you have listed in 5 above. (How about
a bright blue — or a yummy yellow.)

11, Now list five new Picture Words that show us details of
details (like adazzlingly bright blue — ora surprisingly tall
boy):

12, Now list five new Picture Words that show us feelings:

13. Nowlist five new Picture Words that show us judgments:

14, Now list five new Picture Words that show us ideas:
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15.  Would you say that Picture Words that show feelings
could have other Picture Words with them that show de-
tails of these feelings? (Yes/No).

16. 1f your answer is Yes, then list five new Picture Words
that show us the details of the feelings you have written
in 12 above:

17.  Picture Words that show us details of judgments are very
rare. We can say that something is very bad, or completely
wrong, or intolerably dull. Can you list three more details

of judgments here?

18.  And how about five new Picture Words that show us
details of ideas:

19.  And now we come to those shifty words — the Picture
Words that show more than one kind of picture, depend-
ing on how they are used in a sentence. For example, the
word blow. It can give you one picture in a sentence like
this: »

“I struck him a hard blow to the chin.”

Here it shows us a thing. Now write another sentence,
using the same word, blow, but making it show us an ac-
tion:

20. Now write two sentences for the Picture Word rock,
Make it show us a thing in the first sentence, and an ac-
tion in the second: '
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21.  Now write two sentences for the Picture Word fust,
Make it show us a detail of an action in the first sentence,
and an action (meaning #of to eat) in the second:

22, But fast can also have another meaning, It can also trans-
form itself into a thing. When it takes on this meanin g it
is equivalent to aprolonged period when someone does not eat.
So write a third sentence here using it in that way:

23.  Now let’s play with the Picture Word fly. In its first sen-
tence, Iet it be an action:

24, Now let’s change its picture. Let’s make it into a
thing — in this case, a small insect:

25.  Now let’s change its picture again. Let’s give it a differ-
ent meaning. This time let’s make it into a detail Picture
Word — detail of a thing, but putting it into this sentence:

“Johnny hit a ball, but it was caught by the
center fielder.”

26.  Sowe can agree by now that Picture Words can change
their meanings over and over again. There are probably
thousands of them that can go from one meaning to an-
other, depending on how they are used in each individual

sentence. Think of five more that have more than one

meaning, and write them here;
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27, We will, of course, come back to Picture Words, and
their shifting meanings, over and over again in this book.
But right now, we should take a closer look at our second
kind of word — the Connecting Word.

A Picture Word is a Picture Word because it has a built-
in picture in it. But a Connecting Word has no built-in
in it.

28. Therefore, when you say a Connecting Word by itself,
you don't see anything at all. This is because unless you
put it in a sentence, unless you join it up with a Picture
Word, it gives you no at all.

29. What does it do, then? The answer is contained in its
name. A Connecting Word shows how the Picture Words

to each other.

30. A Connecting Word is a word that shows us the

between our Picture Words.

31. Inthe next chapter, we’'ll go over the different kinds of
Connecting Words that we have available. And we'll prac-
tice putting them in between our Picture Words to show
exactly how these Picture Words relate to each other.

Right now, however, we need only a brief summary of
what you've learned in this chapter. You've learned, first
of all, that there are only main kinds of words.

32.  The first main kind of word has a built-in picture, and
is therefore called a Word.

33. The second main kind of word shows the relations, or
connections, between these Picture Words, and is there-

fore called a Word.

34. That’s all the kinds of words we need to build all the sen-
tences in the world. Two kinds of words: Words,
and Words.

Now go on to Chapter 2, and we'll see our first step in put-
ting them together to tell other people our thoughts.



Chapter 2

How to Put These
Two Word-Parts Together
to Write a Single Sentence

NOW, ONCE AGAIN, what we do with these word-
parts — these Picture Words and Connecting Words — is this:
We put them together.

We put them together to tell other people our thoughts.

We put them together into those larger units of thought that
we call sentences.

We have three steps: First, we have the word-parts them-
selves. Then we string those word-parts together to form larger
units of thought called sentences, And then we string these
sentences together to form even larger units of thought called
communications -— stories, or explanations, or business re-
ports, or poems. | '

Thus, by building words into sentences, and sentences into
stories, we share our thoughts with other people.

In the last chapter, we examined the first step — the word-
parts themselves. In this chapter and the next, we're going to
examine the second step — building these word-parts into a
single sentence. And then, starting in Chapter 4, we're going
to examine the final step — stringing those sentences together
so that they make sense. So that other people understand them.
Share them. Act on them.

‘This is all there is to grammar, or writing, or communica-
tion, This is how we tell other people our thoughts.
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So we are now on the second step. We are now about to
take our two kinds of words, and use them to build our next
larger unit of thought, the sentence.

Now, what is this sentence? It is simplyas much of your thought
as you can effectively give the other person at one time, So that he
can understand this part of your thought the moment he hears it.
And then pass on to the next.

Once again, you are trying to tell someone else your
thoughts. But you can’t tell him all of your thoughts at one
time. There are simply too many of them. So you tell them to
him thought by thought.

And each of these individual thoughts is a sentence.

You choose these sentences, one by one. You compose them,
one by one. You make them up, out of the Picture Words and
the Connecting Words that you have on hand.

You choose your Pictures. And you choose your Connections.
And you put them together, to make as much of a thought as you
believe the other person can understand at one time.

And then you pause. You pause for a second, to let her ab-
sorb this one thought before you go on to the next.

If you are writing, you put in a period at the end of that
sentence, to mark that pause.

If you are speaking, you let your voice lapse for a second, to
mark that same pause at the end of each sentence.

- This gives her mind a chance to go over that sentence — to
go over that thought -~ and understand it. And then you go
on to the next sentence. To the next thought.

Always, of course, your goal is to be understood. You want
to transmit pictures — thoughts — ideas — beliefs — from
your mind to her mind. And you want to transmit them as
precisely as possible.

Let’s see how you do this. _

You have your Picture Words, and you have your Connect-
ing Words. Now you begin sorting them out,

First you turn to the Picture Words. You ask yourself: “What
are the pictures I want to convey in this sentence? How detailed
should these pictures be? Which of them should be put in this sen-
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tence, and which should be left over for the next sentence ?”_

I can show you best how this process works by taking the
simplest example. Let’s say that you want to tell someone a
story. You want to tell him what happened to you the day
before. And you want him to see what you saw, feel what you
felt, experience what you experienced. ‘

You would probably start, then, by locating the story for
him in time. To do this, you would choose the Picture Word
Yesterday. And he would know exactly what day you were talk-
ing about — exactly on what day your story began.

Next, you would want to tell him who the story was about.
So you would choose the Picture Word 1. And he would again
follow your train of thought perfectly. ' _

Next, you would want to tell him what it was that you d1§1.
So you would choose the Picture Word hit, And he would still
understand the word-picture you are giving him, as you de-

lop it part by part. '
ve'i?k?en,pﬁnaﬂg,%ou would want to tell him who it was that
you hit. So you would choose the Picture Word Harry. And
this would finish your first sentence — your first thought. And
he would have understood it completely. ’

Thus, you have chosen four Picture Words: “Yesterday, I hit
Harry.” You have used them to transmit a simple, d}rect, vi-
sual thought. You have gained your listener’s attention. You
have set a stage for your story. You can now go on with your
next sentence, to continue that story. :

But let’s not go on yet. Instead, let’s look at that first sen-
tence again, more carefully. . _

In the first place, you have built this sentence using nothing
but Picture Words, You were able to do this because your
thought was so direct, and so simple, that you needed no ex-
tra Connecting Words to make it perfectly clear.

However, it is only rarely that you can write any sentence
without Connectors. As we shall see in a moment, if you want
to express more complicated thoughts, you will have to use

-them,

(In fact, one of the great differences between early man and
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the civilized person is that early man did not use Connectors,
and the civilized person does. Early man said, for example,
“Me want drink water.” The civilized person adds two
Connectives, and says, “I want a drink of water.” This speech
is not only more “proper.” It is clearer. We understand it more
easily, and more immediately.)

Secondly, the thought you have transmitted using these Pic-
ture Words, “Yesterday, I hit Harry” — is still rather bare. It is
almost an outline-thought. You can use many more Picture
Words, if you so choose, to put more details into it.

You can, for example, take any of the four words in this
sentence, and make them much more detailed and more vivid.
Like this:

You can make Yesterday more detailed by saying Yesterday
morning, Or (if you want to add a Connecting Word) you can
say, Yesterday morning at eleven o'clock.

You can take I and elaborate on it in several ways. You can
express cause-and-effect by saying Yesterday, because I was at
my wit's end, I . . . (Notice again that you are not only adding
more Picture Words, but also Connecting Words.)

Or, you can add inner emotion by saying Yesterday I finally . . .

Or you can emphasize your determination by starting out
this way: Yesterday, I decided that no matter what the consequences,
Twas going to ...

So you have taken one of the Picture Words in your sen-
tence, I, and elaborated on it in three different ways. To do
this, you have added more Picture Words and Connecting
Words, to get as much detail into the sentence as you need.

You can do the same with the other two words. You can, for
example, change kit to a stronger Picture Word, say, smashed,
or socked. Or you can add more Picture Words and Connect-
ing Words to it — such as: Yesterday, I hauled off and hit . . .

And you can do the same thing to poor old Harry. You can
say, for example, that low-down, miserable, son-of-a-gun, Harry,
And — through all these variations and elaborations — your
listener will still understand you perfectly,

The decision is un to vou. Bv expandine or contrachine vour
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piétures, you control the amount of detail that your listener
gets from each sentence. . '

But there is, of course, a goal that you want to achieve from
this sentence — and from every other sentence you write. And
that goal is, once again, to be immediately understoqd.

This goal tells you how much detail you can put into that
sentence. And it also tells you how to arrange the detail that
you do put into it. '

For example, if you put all the details we've looked at into
that sentence, it would get quite unwieldy. Like this: _

“Yesterday morning at eleven o’clock, I, because Iwas at my wit'’s
end, decided that, no matter what the consequences, Iwas going to
haul off and hit that low-down, miserable son-of-a-gun, Harry.”

We have all seen sentences like this one. And we have all
been confused by them. But we have never known why be-
fore, or how to correct them.

So let me show you the right way to put your Picture Words
together, in whatever detail you want, without confusing your
reader.

What you need to know, of course, is how to use your sec-
ond main word-part, the Connectors.

These Connecting Words, as we've already seen, are en-
tirely different from the Picture Words we've been using. Those
Picture Words all had a built-in image within them. You could
say them alone (hit. .. yesterday ... Harry), and you would
automatically see a picture. '

However, when you say a Connecting Word ‘alone, you see
no picture at all (@...and...in... when. .. if). They are al-
most invisible words, whose main purpose is to connect your
Picture Words in the right order.

So, when you start to compose your sentence, you first
choose your pictures. And then you choose-the Connecting
Words that link up these pictures in the most easily under-
stood order.

Let’s look at some of these Connecting Words now. And
see what kinds of connections, links, “road maps” they allow
you to build into your sentence for your listener.
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Some Connecting Words tell your listener where your pic-
tures go in space. For example, if you wanted to tell where you
hit Harry, you would choose the Connecting Words in and
the, and then the additional Picture Word face.

This would allow you to say, “Yesterday I hit Harry in the
face.” And your listener would know exactly where your blow
had landed.

There are, fortunately, many Connecting Words for space.
Some of them are: on ... over... under... to... from. ..
above . .. below . . . etc.

Then there are the Connecting Words that tell your listener
where your pictures go in time. For example, you could add
more detail to your sentence about Harry by choosing the Con-
necting Words and then. Put in a few more pictures, and you
get this: Yesterday I hit Harry, and then I hit him again.”

There are also many other Connecting Words for time. Some
of them are: before . . .after . . .until .. .during . . .when .. . etc,

Then there are the Connecting Words that tell your listencr
how your pictures relate to each other as cause-and-effect. For
example, to give the cause of your hitting poor old Harry, you
might choose the Connecting Word because, and go on from
there like this: “Because I could stand it no longer, I hit Harry
yesterday.”

Some other Connecting Words that show cause-and-effect
are: since ... if... as (example: As a result, I hit him) . .. for
(example: I hit him for this reason) . .. and so on.

Then there are Connecting Words that tell your listener that
the pictures in your sentence are identical. That one is a sub-
stitute for the other, For example, if you wanted to tell your
listener more about why you hit Harry, you might choose the
Connecting Word is. And then restructure your sentence like
this: “Harry is a snake, so I hit him yesterday.”

Other Connecting Words: that show identity are: am . ..
are...was ... were. .. has been. .. will be. .. and so on. In
fact, about a third of all sentences we use are built around just
such identity Connectors. As we shall see, this is especially
true when we instruct someone else, or explain how to do

[P T M. S
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Then there are the Connecting Words that point out certain
Picture Words. That tell your listener that this is the particular
boy, or woman, or ship that you're talking about in this sen-
tence. For example, you could choose the Connecting Word
the to distinguish Harry from all other snakes in the w?rld.
And come up with this sentence: “Harry is the snake I hit yes-
terday.”

Other Connecting Words that point out specific Picture
Words are: that ... this ... these. .. those ... and so on,

Incidentally, these pointer-Consectors are especially power-
ful in removing confusion. For example, sometimes the same
Picture Word can mean either a thing or an action (such as the
word sail which we used in a previous example). Therefore,
you have to tell your listener whether you're using it as an
action, or as a thing, in the particular sentence you are now
communicating to him. You do this simply by inserting a
pointer-Connector in front of it (the sail). Immediately, your
listener knows it is a thing. And you have eliminated any pos-
sible confusion. '

Then there are the road-sign Connectors. These Connecting
Words tell your listener the direction in which your thought-
flow is about to go.

Some of these road-sign Connectors (like and and then) say,
“Go straight ahead — no contradiction coming.” For example:
“Yesterday I hit Harry, and then 1 hit him again.”

Other road-sign Connectors (like but and however) give your
listener an entirely different message. They say, “Warning! Con-
tradiction coming. Thought-flow about to change direction.”

For example: “Yesterday [ hit Harry, but today we're friends.”

Equally important, these road-sign Connectors not only tell
your listener the direction in which your pictures, and thoughts,
flow within your sentence; they also tell her the direction your
thoughts flow from one sentence to the next.

So you use them, not only to connect pictures together, but
also to connect sentences together. They do double duty. And
you will learn to value them as one of the most powerful in-

struments you have to make sure other people understand you
thourhts
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Some other examples are: also ... although ... still ... in-
stead . . . and so on.

These, then, are some of the main kinds of Connecting
Words available to you. There are a few others. But they are
mainly used between sentences, rather than inside them. So
we will meet them later, when we want to put them to work.

As you can see, most of these Connecting Words are quite
small, and almost invisible. We usually notice them only when
they are linked up with a Picture Word, and therefore form
part of its overall image.

Yet they perform a vital role for us, because they let us ar-
range our Picture Words in the precise order we need, to al-
low other people to understand them.

This, once again, is the goal of communication: to have other
people understand our thoughts. Now we have examined both
the tools we have to do this — our Picture Words and our Con-
necting Words.

And we have seen how to put these two kinds of words
together, to produce that larger unit of thought we call the
sentence. _

Now let’s go one step further, and learn a few working rules
that make every one of these sentences as easily understood
as possible.
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Exercises and Applications
for Chapter 2

THIS GROUP of exercises is the longest and the most im-

ortant in the book. The reason for this is simple: It gives you
over 50 of the almost-invisible Connecting Words, and shows
you how they can add clarity and punch to everything you say.

The trouble with these Connecting Words, of course, is that
they don’t have built-in pictures within them. Therefore, they
are almost invisible. In our everyday use of language, we usu-
ally don’t even see them. :

What we do see, usually, is our Picture Words. They con-
tain the things, actions, colors, smells, sounds, feelings, judg-
ments, ideas, and details. And, at first glance, that seems to be
all there is to language.

But these Picture Words have to be put together. They have
to be related to each other. They have to be arranged in space
and time, and then in sequence and importance, and identity.

And these relations add as much meaning to your sentences
as the Picture Words themselves.

1. This can be fllustrated quite simply. Let’s take two sen-
tences, both of which have the same Picture Words, but
different Connecting Words. And let’s see how the mean-
ing of the entire sentence changes as we change these
Connecting Words:

“1 went fnito the house.”

“I went out of the house.”

Here is the same person, the same action, the same
object. But the relation between the three — and there-
fore the meaning of the sentence — has been completely
changed by simply switching Connectors.

So we know that these relationships are vital to our
sentences. And we know that each new Connecting Word
gives us a new relationship.
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So, as we explore the Connecting Words in these exer-
cises, we pick up dozens of marvelous tools to express
our thoughts more clearly and more precisely than we
could without them.

Let’s start with Connecting Words that express rela-
tionships inspace. They arrange two or more Picture Words

for us so that we can see them, or feel them, in physical -

space.
PThe first of these is the one we have already used, in. In
tells us that one Picture Word (and the thing it repre-
sents) is contained within another.
Let’s make these Connecting Words stand out. To do
this, let's put them at the very beginning of each sen-
tence. So write a sentence here starting with in:

A classic example of such a sentence is one from the
Bible: “In my Father’s house are many mansions.”

Try to keep your sentences as short and simple as this.
All you are trying to do is see the Connecting Word, and
examine the relationship it contains, so that you may be-
come more aware of what it can do for you in construct-
ing your own sentences.

Now, there are other Connecting Words that come out
of in. Two of them, in fact. The first is into. Into tells you
that one Picture Word is going into another, So write a
sentence here starting with into:

The classic example here is probably: “Into the Valley
of Death rode the six hundred.” It shows that such shifts
from the ordinary sentence structure are not only enlight-
ening, but also effective.

The third Connecting Word in this i group is inside.
Notice that it combines a Connecting Word (in) with a
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8.

Picture Word (side) to give us a new Connector. Inside is
another way of telling us that one Picture Word is con-
tained within another. So write a sentence here starting

with fnside:

Now I think you have the idea. So let’s go through the
rest of the space Connectors in alphabetical order. Do as
many or as few of them as you wish. I've simply listed as
many of them as I could find for you here, so you can have

them available when you want to use them. q
The first is above. Write your above sentence here:

Against. Write your against sentence here:

Among. Write your among sentence here:

At. Write your at sentence here:

After presents us with not only one Connecting oppor-
tunity, but two. It can be used to connect Picture Words
in space, such as: “The bakery shop is located between
here and the corner, right after the shoemaker’s.”

Here, of course, it means situated directly behind some-
thing else. But affer can also be used to connect Picture
Words in time. For example: “Affer it rained, the sky
cleared.” Here it means following directly behind some other
event. -
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So we can use after both ways. It gives us two valuable
links with which to build our thought-chains. Let’s tise it
the first way right now. Write your afler sentence here:

9. Before also can be used to connect Picture Words in ei-
ther space or time. Use it here as a space Connector:

10.  Behind, however, can only be used as a space Connec-
tor. 50 used, it is often interchangeable with affer. Write
your behind sentence here:

11, Between tells us that one Picture Word is located in the
space interval (or time interval) bounded by two others. Use it
here as a space Connector:

12, By comes next. Write your by sentence here:

13.  Now write a sentence starting with down:

14. Now write a sentence starting with from:
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16.

17.

18.

19.

20.

21.

22,

23.
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Now write a sentence starting with near:

Now write a sentence starting with of:

Now write a sentence starting with off:

Now write a sentence starting with on:

Now write a sentence starting with over:

Now write a sentence starting with fo:

Now write a sentence starting with toward;

Now write a sentence starting with under:

Now write a sentence starting with up:
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24.  Now write a sentence starting with with:
25, Now write a sentence starting with within:
26. Nowr write ;1 senitence starting with without;
27. Wonderfull You now have at least twenty-six single-

28.
29.

word space Connectors to use in building your sentences.
Twenty-six different ways in which to arrange your Pic-
ture Words in space.

But these are only the beginning. In addition to these
one-word space Connectors, our language has also given
us multi-word space Connectors. Here, for example, are
some of them:

Alongwith. .. Apart from .., As far as. .. Back of . . . In
addition to .. . In view of . . . Together with . . . And so on.

Now, it might be fun to play with these space Connec-
tors for a moment before we leave them. One of the best
games is simply to take the same Picture Words, and run
them through a whole stream of Connectors, one after
the other, Like this:

Let’s take the Picture Words boat and river. Let's modify
both of them with the point-out Connector the. So we
have the boat and the river. And then let’s add is, and end
up with: “The beat is the river.”

Now we can start arranging and rearranging these two
images in all sorts of ways. I'll give you the Connectors.
You fit the sentences.

In:

Below:
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Near:

Out of:

Away front

In view of:

And so on. All these sentences make sense. Though
some of them are a little ridiculous at first glance.

But did you see the way that poor boat bounced around

in space, as we changed one Connector for another? This
game is not only fun, but — especially for children — valu-

. able. Because it gives them marvelous practice in rear-

35.

ranging images to fit (or create) new kinds of reality.

And, incidentally, did you notice three new space Con-
nectors in this game {(below, out of, away from) that were
not included in the first list? New ones emerge all the
time as you become aware of their presence. The sharper
your eyes grow, the more astounded you become at the
almost limitless wealth of your own language.

So we've now explored the space Connectors, You'll
discover more of them, of course. So here’s some space to
write them in as you do:

Now we turn to our second kind of Connecting Word —
the Connector that relates our Picture Words in- time.
There are fewer of these, but they are equally important.

The first we will discuss here is after. Before we used it
as a space Connector. Here it is used as a time Connector.
Start a sentence with it here:

36. Now start a sentence with before:
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37. Start a sentence with during:

38.  Start a sentence with when:

39.  Start a sentence with untl:

40. Start a sentence with as:

41, Start a sentence with while:

42.  Start a sentence with since:

43. - Start a sentence with as long as:

44.  Now, let’s play the same kind of game w1th these time
Connectors that we did with our space Connectors. This
time let’s take the sentence: “ he drank, she cried.”
And then run the nine time Connectors listed ahove
through this sentence.

The first one would be: “After he drank, she cried.”
Do the rest here:
45,  Before
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46. During

47. When
48, Until
49, As
50. While
51. Since

52. Aslongas
53. Eight of these nine sentences make sense. One does
not. It is, of course, “During he drank, she cried.” It doesn’t

sound right to you, and it isn't.
But you can easily change it to sound right. Do that

here:

54. Now they all sound right. Your ear automatically
brought the odd one into line, just as it does when you
write or speak your everyday thoughts

Now go over the nine sentences again, and see how the
different Connectors change them. Notice that not only time,
but meaning changes from sentence to sentence.

There is a vast difference, for example, between “After
he drank, she cried” and “Before he drank, she cried.” The
Picture Word, drank, remains the same in both sentences.
But in the first sentence, you get the impression that it is
bad for him. And in the second sentence, that it is good
for him. _

50, once again, meaning in any sentence is always a
combination of Picture Words and Connecting Words.

Relationship (carried by the Connecting Words) adds
as much to meaning as image (carried by the Picture
Words).

This is vital. Which is why we keep coming back to it
again and again.

Again, you don’t usually see the Connecting Words.
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55.

56,

And much of learning how to communicate (which is the
goal of all grammar) consists in recognizing them, and
using them to their best advantage.

One other fact about these time Connectors may inter-
est you. There are far fewer of them than there are of the
space Connectors.

For example, we've listed over forty space Connectors
in this exercise so far. But only nine time Connectors. (Plus

- two more we'll discuss in a minute.)

Why? Probably because space is different from time.
And language unconsciously reflects that difference.

Space surrounds us in all directions. It is up and down,
on both sides, and at all angles.

Time, however, proceedsina straight line. On that line
(as far as we know now) are only three possible positions:
before, during, and after.

So there are dozens of words we can use to express the
various relations and arrangements that can occur in space.
But fay fewer that will express those three positions in
time.

And now, talking about movement, we come to the
two most important time Connectors of all. They are, of
course, and and then.

These are the Connectors we use when we talk about
movement forward in time. Something happens, and then
something else happens after it. We show our reader that
these two events are connected in time, one after the other
by and ... or then ... or both, and then.

(And is also used as a space Connector, of course. When
it 1s 50 used, it means one thing is added to another. Just
as when it is used as a time Connector, it means that one
event is added to another.)

They are probably two of the most useful, and there-
fore most widely used words in our language. So let’s put
them to work right now.

First write a sentence using and as a space Connector.
This sentence does not have to start with and:
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57. Now write a sentence using and as a time Connector.
Make it connect two events, rather than two objects:

58 Now write a sentence using ther as a time Connector.

59. Now write two sentences, and use then to connect them.
Use then as the first word of the second sentence:

60. Yousee at once, of course, that then makes a mzf\rvelous
way to tie one sentence into the one before it. It is a per-
fect link between sentences, as well as within them. We

will come back to this fact quite often.
Now write a sentence using and then as a time Connector.

61.  Now write two sentences usingand then as a time Con-
nector. Start the second sentence with And then:

62.  So, when we move our thoughts forward through time,
we use as our most common Connectors and and then.
They show that something happened, and then that some-
thing else happened after it. _

63. But there are other ways of connecting events besides
their simple order in timme. They may also be connected,

for example, by cause-and-effect.
And there is a whole group of Connecting Words that
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64.

65.

66.

67.

express these cause-and-effect relationships. Let’s exam-
ine them now:

The first is because, We've already used it to express a
cause-and-effect relationship in this sentence: “Because I
could stand it no Jonger, I hit Harry yesterday.”

Now you write a because sentence here:

The next cause-and-effect Connector is since. There are
two meanings to the word since. The first is as in “Since
1983 I've wanted to hit Harry.” The second is as in “Since
Harry is such a lowlife, 1 finally couldn't resist.” The first isa
time Connector. The second is a cause-and-effect Connee-
tor. Write an example of the second here:

The next cause-and-effect Connector is as. It is often
simply substituted for because or since. Write your as sen-
tence here:

But as is more correctly used in a cause-and-effect
phrase. Such a phrase is as a result of. Write a sentence
using that phrase here: :

The next cause-and-effect Connector is for. Usually,
when we use for, we actually mean for this reason. Thus,
when we say, “I went out for a book,” we really mean, “1
went out for this reason: To get a book.”

Write your for sentence here. It can either start with for,
or have it in the middle:
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The next cause-and-effect Connector is thus. When thus
is used within a sentence, it is usually accompanied b.Y
and. When it is used between two sentences, the and is

usually dropped.
Write a single sentence using and thus:

Write two sentences connected by thus. Start the sec-
ond sentence with thus:

/)II

Therefore is often used instead of thus. Write a single
sentence using therefore. (You will find you want to add

and to it again.)

Now write two sentences linked by therefore;

72. The next cause-and-effect Connector is if. If is a very

special cause-and-effect Connector, for this reason:’

All the other cause-and-effect Connectors link events
that have already happened. For example: “Because he hit
me, 1 fell doun” — both past. Or: “Since I'm broke, I'll have
to get a job” — both present.

All these events have happened, and are therefore cer-
tain. But if deals with the future, with events th:at have
not yet happened, and that are therefore uncertain.

If, therefore, allows us to explore possible futures. If
shows us that the world is not permanently fixed in any
one mold. But that it may be shaped — at least partially —

by ourselves as we enconnter it. :
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So if is a precious tool. And should be so cherished,
and used as often as possible to probe the future.
Write your if sentence here. Start this sentence with if:

73. Now write a sentence with if in the middle:

74.  Another kind of uncertain cause-and-effect Connector
is unless. Write your unless sentence here.

75. Sowe have cause-and-effect that is certain (because . . .
since . . . therefore). And cause-and-effect that is uncertain
(if). One allows us to explore the present, and seek out its
chain of causes in the past. The other allows us to test the
future, and anticipate the effects our plans for it will bring
us.

76.  So we now have two ways of relating the events that
occur within our sentences (and between them): Time se-
quence, and cause-and-effect.

But they are only a fraction of the total number of rela-
tions that exist, ready-made for us, in our language. And
that we can use to tie together our pictures to express the
complicated and ever-changing universe that surrounds
us.

Let us examine some of these other Connectors now.
And test briefly the possibilities they open up for us.

One of the most important of them is the group of road-
sign Connectors. These are the Connecting Words that
show your reader the direction that your flow of thought is

going to take within your sentence, and from one sentence

to the next.
We have already met two of them: and and then. These
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are, of course, primarily time Connectors. They show that
the events in your sentence (or sentences) are following
each other, one after the other, down the straight and
narrow path of time.

But they also show your reader something more. They
also show your reader that your thought-flow is also continu-
ing on in a straight line. That what you are going to say
next (after you use and, or then) is going to add on to what
you've said before. And, most important of all, that they
will not contradict each other.

They are, therefore, a road sign for your reader. A road
sign that says, “Straight thought-flow ahead, No changes in
direction.”

But now let’s contrast them with another road-sign
Connector: but. What does but say to your reader? This:
“Warning! Change in direction! U-turn ahead!”

We can show this by a simple example. Let’s take a
sentence that revolves around the straight-line, go-ahead
relationship between two thoughts, expressed byand. Like
this: “He is a nice man, and I am going to marry him.”

There is no surprise here. The second part of the sen-
tence carries out the first exactly. It delivers exactly what
the and promises the reader. Everyone is happy.

But now let’s write another, similar sentence. This time,
however, revolving around the U-turn relationship ex-
pressed by but. Like this: “He is a nice man, but I can’t
marry him.”

Here are two thoughts that contradict each other. Yet
you want to put them in the same sentence, in order to
lead your reader into your story. It is evidentally a com-
plicated story. And to keep her from getting lost in the
middle of it, you give her a road sign: but.

But shows her that there are twists and turns in the
story. That it is not just a simple straight line. And, there-
fore, she is prepared for the turns before she hits them.

So, again, these Connecting Words reflect reality, and
give us ways to deal with it. Life is not simple, but com-
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plicated. It is not lived, or experienced, in a straight line,
but through a series of twists and turns.

And we need words to reflect these turns. And we have
them in our road-sign Connectors,

77.  Now let's put these road-sign Connectors to work. The
most common road-sign Connectors, of course, are and
and then. So write a sentence here, using and then in its
micdle, to show your reader that one thouy ght is follow-
ing in a straight line from another (like this: “I went for 4
walk, and then took a cab back home.”):

78.  Now use and then as a road-sign Connector to link two
sentences together in a straight-line flow of thou ght. Start
the second sentence with and then:

79.  Now use then alone in the middie of a sentence, to link two
thoughts in a straight line within that sentence:

80.  Use then to link two sentences together. Start the sec-
ond sentence with then:

81.  There are other words that can be used with and to link
your thoughts together. One of them is o — which gives
us and now.

And now also tells your listener that your thought is
proceeding ahead in a straight line. Use it here to link
two sentences together:
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éz, Then we have and so. This road-sign Connector is dou-
bly valuable, since it combines straight-line thought-flow

(and) with cause-and-effect {so).
This time, use and so in the middle of a sentence, to

connect two thoughts within it:

83. Sowe have these straight-line Connectors so far:and . . .
and then ... and now ... and so. I think you understand
now how they work.

But they only scratch the surface of the nuprer of
straight-line Connectors that our language provides for
us. Let me list several others here, so you can use them
whenever you need then: .

Againt ... also...and also ... aswell ... besides ... be-

yond that ... equally important . .. further ... further-
more ... in addition ... likewise . .. moreover ... next...
now ... on fop of that ... above that. .. over and a_l;_:gve
that...so...or...and so on.

As you can see, some of these straight-line Connectors
have one word, and some have more. Some are made of
pure Connecting Words. Some have Picture Words in
them as well.

But they all have the same purpose: To show‘lyour
reader, in advance, that the thought that's coming is go-
ing in the same direction as the thought that just passed.

84.  Thus, they do a different job from our next kind qf road-
sign Connector. This is the road-sign Connector (like but)
that signals your reader in advance that a change of di-
rection is coming,

That change may be a complete U-turn, such as but.
Cr, it may be a lesser change in direction, such as still. In
any case, the reader is forewarned, and a possible confu-
sion prevented.
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85.

86.

87.

88.

89.

0.
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So use but here to turn your flow of thought around in
midsentence:

Now use but to link two sentences. Start the second
senfence with but:

Now use s#lf to link two sentences:

Now use however to link the two:

Now use although:

And now use though:

S0 now you get the idea. There are, however, dozens
of ways to shift the direction of your thought-flow, both
within and between sentences. Let me list a few more of
them for you here:

Andyet .. .evenso. .. forall that ... in contrast . . . nev-
ertheless . .. on the confrary . . . on the other hand . . . other-
wise . .. yet. .. and so on.

So we have road-sign Connectors that say “Go ahead.”
And we have road-sign Connectors that say “Change di-
rection.”

These are the two main kinds of road-sign Connectors.
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But there are others. Road-sign Connectors that say “Let’s
sum up.” Or road-sign Connectors that say “Let’s look at
this {or these).” _

But these Connectors are used mainly between sen-
tences. 50 we won't go into them here.

Instead, we'll look now at our next main kind of
Connecting Word, In order to do so correctly, let's review
for a moment:

We've seen that these Connecting Words may be used
in two main ways: To link our Picture Words. And to link
up the more complete thought fragments that we make
up from these Picture Words.

Communication, therefore, is somewhat like correctly
fitting together a puzzle. We take the pieces that are given
to us, our Picture Words and our Connecting Words, and
we fit them together accurately in space. And then we fit
them together accurately in time.

And if there s a cause-and-effect relationship between
them, we also put that in..

S0 we are linking together a chain of words, to share
with another person our view of reality.

She follows along behind us on the chain, absorbing
our thoughts as we give them to her in our words. Since
we don't want her to get lost, or step off the chain, we
also put in road signs along the way for her. So she knows
where we are going, before we actually go there.

And so she knows exactly where our pictures, and im-
ages, and thoughts are, in space, and time, and cause-
and-effect.

But there is another relationship we must also give her,
if she is to understand us completely. And that is the iden-
tity or meaning of our most important Picture Words,

There are at least three occasions when you have to
give Picture Words a new meaning for your reader. They
are:

1. Whenyou arc describing a unique object. Like

a girl you love. And you have to tell him what her

Tevegara s And wrhathor hairie 1o And rordvab b o
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92.

voice is like.

2. When you introeduce a new word. Or a new
idea. Or a new definition. And you have to tell him
what that new word is, in terms of the old words he
already understands.

3. Orwhen you use an old word in a new way.
When you give that old word a new twist, a new
meaning.

In each of these cases, you are describing something
new to your reader, Something he hasn’t known before.
And that therefore has to be identified for him with some-
thing old, something already familiar.

To do this, to make this identity-link, you use a series
of identity Connectors.

The most important of them, of course, is is. It is the
basic identity Connector.

You use is on all three occasions we have mentioned
above, when you are presenting to your reader something
new.

You use 15, for example, when you are describing a
unique object to your reader. You say “His hair is chest-
nut brown.” Or, “Her skin s as soft as velvet.”

Thus, his hair becomes extraordinary. Her skin becomes
extraordinary. And the more features of that person you
detail for your reader, the more precisely unique that per-
son becomes.

So the first use of the identity Connector is identifying
the unique object, in terms of linking it to all the details
that make it unique.

Now you do it. Give yourself the same problem most
professional writers face every day. Pick out 2 unique ob-
ject — some person you know well, for example. And write
a few sentences here, using #, that convey that unique-
ness to your reader.
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This is the first usc of is. It can, however, be replaced in
such descriptions by another identity Connector, like. For
example, in this sentence: “When you please her, her voice
purrs fike a cat’s.”

The two Connectors are, however, slightly different. Is
shows complete identity — the two Picture Words con-
nected by it are identical in all parts.

Like, on the other hand, shows only partial identity. The
two Picture Words connected by it are identical in one
part, but not in all parts. The girl’s voice and the cat’s
voice are identical in'sound, but in nothing else.

But this limited identity also works. We gain informa-
tion from it. We visualize the girl more clearly. We come
closer and closer to her own true uniqueness.

Now write your own like sentence here. Use it to de-
scribe the same person you described before by #s:

And there is another partial-identity Connector. It is
as if. It shows the same partial identity as like. For ex-
ample: “When you please her, her voice sounds as if it
were purring.”

Write your own as if sentence here:

So this is the use of is, and its alternates, in describing
the unique object. '

Now we go on to the use of i in providing the reader
with a new definition.

The usual kind of definition, of course, says that some-
thing new is really a variation of something old. In othe
words, it explains the new in terms of the familiar. :

For example, let us take the definition: “A boy is a male
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97.

98.

child.” This definition assumes that the reader knows what
male and child mean. But that he doesn’t know what boy
means.

Therefore, the new word (boy) is described through a
combination of two old and familiar words (male and child),

We will go into definitions more deeply in Chapter 10.
Right now, the important fact for you is that is serves as
the Connecting Word in every definition.

Go to the dictionary now, and look up the definitions
of two words with which you are not thoroughly familiar.
Write them here:

1.

Each of them has to use is, of course. You will notice
also thét the new word is explained in terms of words
that should be familiar to you.

I one of the old words in that definition, however, is
not familiar to you, then you have to look that up, too. So
you keep searching for more and more familiar words.
Until all the words in all the definitions you need are fa-
miliar to you.

Here’s space for one of these double definitions. For a
definition that contains a word unfamiliar to you, and
therefore requires you to look up that word, too. The next
time you encounter one of these, write it here:

1.
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99.

100.

Now we go to another type of definition. And that is
the identification-definition, where both words that are
connected by is are familiar to your reader. But you are
simply saying that one is identical, in this case, with the
other. For example: “She is my wife.”

You are not describing, here. You are defining, or
identifying. Both terms of the definition, or identification,
are equally familiar. You are simply joining them together,
by is, to show that they are interchangeable.

Write an identification-definition here. Use it to state a

matter of fact:

Such identification-definitions can also be used, not
only to state matters of fact, but also matters of opinion.
For exarnple, “She is a bad gitl.” .

Here the opinion may, or may not, equal the fact. But it
is stated as though it were a fact, because of the identity
Connector is. So is is not only a valuable word, but a slip-

pery and perhaps even dangerous one.
Write an opinion sentence here. Feel how it sounds true:

Now, this ability of is to express opinion as well as fact
is not all bad, of course. It has a marvelous use in our
language. And that is to express new meanings for old
words, as new facts emerge.

This is the way our understanding of the world grows.
Because sometimes our old meanings are wrong, and we
get rid of them. And sometimes they are inadequate, and
we make them more accurate.

For example, the old meaning of atom used to be: The
smallest possible solid piece of a substance, Today that mean-
ing is: A miniature solar system that makes up the fundamen-
tal building blocks of all substances,
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101.

102.

103.

In the old meaning, the atom was closed and solid. In
the new meaning, it is wide open. With the old meanin g
it was impossible to change atoms and thus create new
substances. With the new meaning, we can do this quite
easily, '

Thus, a new meaning opens up a whole new world of
opportunity to us.

Can you think of other words that have changed their
meanings recently? For example: capitalism, communism,
etc.

Teke one of them now, and write both the old and the
new definitions here:

Old Definition:

New Definition:

S0 we have now explored our basic identity Connec-
tor, is. Now let us look at some of the others.

Is always describes the present. When we want to use
an identity Connector to describe the past, however, we
use was.

Was cannot be used in a definition. Because valid defi-
nitions always describe an eternal present. But it can be
used in description and identification. '

Use was here in a descriptive sentence (for example,
“His hair was steel-gray”):

Now use was in a past identification sentence {for ex-
ample, “She was always such a headstrong child”):
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104.

105.

Another past identity Connector is has been. Use has
beent in a sentence here:

Another past identity Connector is fuzd been. Notice the
significant difference between it and has been:

Has been tells us that something has been identical to
something else in the past, and continues to be identical
to it right up through the present. .

Had been, on the other hand, tells us that something
had been identical to something else in the past, but is no
Jonger identical to it at present. '

Has been, therefore, is a more permanent fusion of iden-
tities. The identity remains, at least through the present.

Had been is, on the other hand, not permanent at all.
The identity remained only for a stated time, and then
dissolved.

For example, look at the difference between these two
sentences:

“She has been president of the club for five years now.”

“She had been president of the club for five years.”

The first identity continues. The second has already
ended.

Identity Connectors, therefore, like all other Con_nec~
tors, are like joints that fit Picture Words together. But
these fits, the joints, the connections, are not permarnent.
They can be broken apart, and the Picture Words put to-
gether in another way.

So all connections, all relationships, in language are
fluid. Just as reality is fluid. And when reality changes, or
when we wish to change reality ourselves, we simply take
away the old connections and put in new connections.

In this way, our ideas change as the world changes.
And we change as the world changes, in order to adapt to
it, and use it,

106.  Solet's show here that an identification had once ex-
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isted, but now exists no longer. Write your had been been
sentence here:

107.  But we can also project identifications into the futire.
We do this by using the identity Connector will be.
Write your will be sentence here:

S0 we now have identity Connectors for past, present
and future. We haveis . . .was . . . has been . . . had been . . .
and will be.

But these Connectors are usually used when we speak
about a third person, about someone else rather than you
and me. So we now have to go over the identity Connec-
tors we use when we are speaking about you and me.

108.  Let's talk about you first. When we talk about what you
(the person, of course, to whom you are directly speak-
-ing) are in the present, we use the identity Connector are.

S0, right now, write a you are sentence here:

109.  When we talk about you in the past, we use the identity
Connector were.
So write your you were sentence here:

110.  Or, when we talk about you in the past, we may use the
identity-connection have been.
Write your you have been sentence here:
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11.'1. Or, we can also use had been.
Write your you had been sentence here:

112.  And, when we project you into the future, we use the
identity Connector will be.
Write your you will be sentence here:

113. 5o those are the identity Connectors for you. Now let’s
examine the ones we use with I (the word you use to talk
about yourself).

To tell someone else what I am in the present, we use

the identity Connector, am.
Write your [ amm sentence here:

114, To tell them about I in the past, we use the identity

Connector was.
Write your I was sentence here:

115.  Or, we may also use have been.
Write your I have been sentence here:

116.  Or, we may also use had been.
Write your I had been sentence here:

117, And, to project I into the future, we may use either of
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118.

119.

120.

the identity Connectors will or shall.
Write your I will or I shall sentence here:

So we now have identity Connectors for past, present,
and future — or I, you, and a third person or thing.

Now we have to have identity Connectors for more-
than-one-I (we) . .. more-than-one-you (which is still
you) .., and more-than-one-other-person-or-thing (they,
them, these, those, etc.).

In other words, we want to go from the single to the plu-
ral. To do so, in the present, we use the identity Connector
are. (Weare. .. you are. . . they are.)

Write yourweare . . .youare .. . they are sentences here:

When we talk about the past, we use the identity Con-

nector were. :
Write your we were . . . you were . . . they were sentences

here:

Or, of course, we can also use have been, or had been.
But you know these well enough now not to need to write
them again.

-And, to talk.about the future, we use our old friend and
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121.

identity Connector will be. _
So write your we will be (or shall be, if you wish) . . . you
will be . . . they will be sentences here: :

So there we have our identity Connectors. And they
fall right in place with our cause-and-effect Connectors,
our time Connectors, our space Connectors, and our road-
sign Connectors.

We have only one more group.of Connectors to go,
and we've pretty well explored the entire family.

These are the pointing Connectors. They are the Con-
necting Words that serve as a sort of verbal finger. That
point out to your reader that this is the particular boy, or
woman, or ship, or rock that you are talking about.

The most important of them, of course, is the. The serves
as a telescope..For example, it picks out of all the women in
the world, the one woman you are talking about.

For example: “This is the woman I'm going to marry.”

Now she can never be confused with any other woman.
She is particular, unique. "

Like above has below, or in has out, the also has an op-
posite. It is a. A shows us that the Picture Word it con-
nects is not unique. That it is simply one of a whole group
of similar objects.

For example, look at the difference in these two sen-
tences: '

“This is 2 woman I am taking out.”

“This is the woman I am taking out.”

S0 a serves as a wide-angle lens. With it you sce the
whole horizon. But #he telescopes you right in to a par-
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(Or, to put it more technically, a tells you that you are
considering the whole class of objects designated by any
particular Picture Word. The, on the other hand, tells you
that you are considering only one specific member of that
class.)

122. Solet’s change a few a sentences to the sentences, and
see what happens.

For example, change these sentences into the sentences:

“He is a man [ know.”

123.  “She is a beautiful woman in New York,”

124.  “You are a true friend.”

125. In each case, one person becomes paramount. And all
the others like him simply fade.

So the picks out — selects — makes unique, And it is
the quality of selection that also allows us to use #he to
avoid confusion in our sentences. Why? Because some
Picture Words, as we have seen, are quite slippery in their
meanings. They have more than one.meaning, and they
often slip from one of these meanings to another without
our being aware of it.

The, therefore, is the anchor that holds such words in
place in a single meaning. What it does, in essence, is
this: ' :

When it connects to a Picture Word, it shows that the
word is a thing instead of an action.

Run, for example, means to move fast. On the other
hand, the run means a long hole i a woman’s stocking, ora
score made at a ballgame.
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Lift means toraise something. The lift, onthe other hand,
is a British elevator.
126. And so on. Why don't you try a few yourself. I'll give
ou some actions, and you change them into things with
the, and see how their meanings change at the same mo-
ment,
Like this:
Raise:
Roll:
Help:
Sink:
127.  And so on. We could go on for hours, of course. The
important thing, however, is to notice how these Picture
Words relate to each other in meaning, even though they
have changed from action to thing.

Sink, for example, means fo go under something. The
sink i3 a place where water is temporarily stored, and then
allowed to go under. )

The meaning carries over, in a slightly altered form, from
one embodiment of the word to another. Try it yourself,
on the other words above.

So again we see that language, like the universe, is fluid.
It changes. One moment it moves, and becomes an ac-
tion. The next moment it sits still, and becomes a thing.

But the things and the actions are interconnected. We
profitably think of them as different states, or manifesta-
tions, of the same process. _ :

And language is a tool that helps us see those different
processes and changes. And describe them. And under-
stand them. And share them. And even manipulate them.

We do this by naming them with Picture Words, and
relating them by Connecting Words. This allows us to take
“verbal snapshots” of their shifting meanings. To freeze
those meanings for a moment to understand and use
them. '
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And then we go on, if we have to, to break up those old
meanings and replace them with ever-new ones.

Realityis fluid. To match it, language is fluid. And much
of this fluidity in language, its ability to change, to create
new meanings to meet new realities, comes from the Con-
necting Words we have just described.

These Connecting Words are, in essence, a series of in-
credibly flexible joints. They allow us to relate our Picture
Words to each other in an almost infinite number of wWays.

Thus, we can experiment with one new meaning after
another — one new expression of our thoughts after an-
other. We do this until we are satisfied that we have the
correct one, and that the other person can understand it
the moment we tell it to him.

So now we have our first inventory of Connecting
Words. These consist of the following: :

Space Connectors.

Time Connectors.

Cause-and-Effect Connectors.

Identity Connectors.

Pointer Connectors, And

Road-Sign Connectors.

All of them have a common function. They show how
your Picture Words, and even your whole sentences, are
linked together. :

Therefore, let’s give them all a common name. Let’s
call them Linking Connectors. Because their primary job 1s
to link together our Picture Words, and then our sen-
tences.

And now let’s go on, in Chapter 3, to use these linking
Connectors to built a good clear, immediately understand-
able sentence.

Ckapter 3

How to Build
Understanding into
Every Sentence You Use

ALL RIGHT. You have now learned this first fundamental
rule:

To compose a sentence ~— any sentence — you choose as many
Picture Words, and as many Connecting Words, as your listener
needs to understand your thought the moment she hears it.

Notice that the goal here is understanding. You want to be
understood. You want your listener to be able to absorb that
sentence instantly, so she can pass without a moment’s trouble
onto the next. ,

In this way, your communication becomes a “series of un-
derstandings.” And you and your listener are in complete
agreemeni, every step of the way.

And, of course, you want the same understanding to occur
within the sentence itself. So you build that understanding
into that sentence with every word you put in, or leave out.

This brings up the question: What exactly is understanding?
And to get the answer to that question, we have to look for a
moment at the human mind. |

Your mind, and everybody else’s mind, may be thought of
asa coding and decoding machine. It takes the thoughts within
it —let’s call them images — and codes thern into words. And
then it takes the words it receives from your eyes and ears,

- ..and decodes them back into images again,
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50, every time you build a sentence, realize that the mind of
your reader will 7ot memorize your words. Instead, it will im-
medijately and automatically translate them into a series of im-
ages. And when those images are the same as your images —
when those images work the same way for your reader as
they do for you ~— your reader has understood you.

You can prove this to yourself quite easily. Let’s use the “Yes-
terday, 1 hit Harry” sentence again. A few minutes after you've
said it, you then ask your listener, “What did I just say about
Harry?” '

She replies, “You said that you socked Harry yesterday.”

Now, does she understand what you said, despite the fact

that she uses the word socked instead of your original word,

hit? Of course. Even though that one word is different, her
image is exactly the same as your image.

That's all that counts — understanding, not memorization,
No one can memorize everything someone else has told him.
We just don’t have tape recorder minds, We have image minds.
We learn images, and not strings of words.

Why do we memorize images instead of words? For a very
good reason: Orie image can be memorized as easily as four or six
or eight or even fen words. So instead of storing ten separate
facts at once in our memory, we have to store only one.

Think how effective this mental trick is. One simple transla-
tion - from words to images — and we cut the amount of
memory work needed by as much as 90%.

We see what peaple tell us. Even if it’s abstract, we see an
abstract image. We see what they have seen, and told us about,
And then, when we want to tell somebody else about it, we
translate those images back out into our own equivalent words.

The same memory trick takes over if you tell someone how
to do something. You tell him how to do it in a series of sen-
tences — in strings of words. But, in his mind, he decodes those
words and sentences back into images. And then he follows
those images to accomplish what you've taught him.

Now, if you want to discover whether he’s understood how

to perform this task correctly, you're not going to ask him to
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repeat back to you the words you spoke to him. Because re-
peating those words means nothing. . '

What really counts — the only thing that counts —is
whether he can do what you want him to do. Whether he can
follow the images your words have built in his mind, and per-
form the string of necessary actions correctly.

If he can — if he does it right — he understood you. If he
does it wrong, it doesn’t matter how correctly he can repeat
your words back to you; those words just aren’t giving him the
images he needs. _

Even in definitions, his words don’t have to be exactly the
same as yours. You may tell him that the deﬁnitioq gf boyisa
young man. And he may then tell you that the definition of boy
is a child of the male sex. His vocabulary uses different words
than yours, but you both now share the same image.

Understanding is therefore image-sharing. When you and an-
other person understand each other, you share the same im-
ages. When the two of you talk about the same things, you
both see the same things. When the two of you talk about
doing the same actions, you both see how to do those actions.

You have — on that subject, in that area — common minds.
You think alike. And that is what communication is all about.

So, when you speak or write, you first turn the images in
your own head into words. And when the other person listens
to or reads those words, her mind takes them, pauses to trans-
late them into an equivalent image, and then passes on to the
next words you are ready to feed her.

This, for example, is the reason you pause after you have
said “Yesterday, I hit Harry.” This is to allow her to see the
image that these four words convey. Then, and only then, is
she ready for you to go on.

Now, the mind of your reader (or your listener) has certain
problems in the translation process we call understanding. And
the more you simplify these problems, the more easily you
will be understood.

The two basic problems are these:
1. As we've seen, your reader’s mind can retain only a
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limited number of words at one time. When it reaches
that limit, it must translate those words into an image,
and file that image away, before you can go on to give it
more words. _

2. To file one of these images away, his mind has to be
able to see it fully. A part of that image can’t be missing,
because then he can see only part of it. And a part image
is a hazy image, an unclear image, a forgettable image,
and a misunderstood image.

Now let's examine these two problems more closely, and

see how we can overcome them. '

The first problem, again, is this: Your reader’s mind can’t
handle too many words at one gulp, without converting them
into an easier-to-remember image.

We can prove this with the self-destructive expansion of our
“Yesterday, I hit Harry” sentence. Here it is again:

“Yesterday morning at eleven o’clock, I, because Iwas at my wit's
end, decided that, no matter what the consequences, I was going fo
haul off and hit that low-down, miserable, son-of-a-gun Harry.”

What's the first thing wrong with this sentence? Simply that
there are too many words between I and #it and Harry. Let's
count them. In this sentence, I is introduced in word 6 . . . Jiff
is word 28 . . . and Harry is word 33. _

Think of it. After you say I, your reader has to wade through
21 words before she can discover what I am doing in this sen-
tence. Then, after she discovers thatI hit, she has to go through
4 more words to finally find out that it was Harry that I hit.

Again, there are 33 words in all until your reader gets a full
image of the central action in this sentence. And it is the im-
age of this central action that she has to memorize if she is to
understand you.

She just can’t do it. Instead of memorizing the central-ac-
tion image of I hit Harry, she’s trying to memorize all the in-
tervening details like af eleven o'clock . .. at my wit's end . . .
and no matter what the consequences.

There’s just too much for her memory to absorb at one time.

“She’s trapped-at the word level of what you're writing;-and
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she can’t compress it into images. She can’t see what you're
saying and if she can’t see it, she can’t understand it.

What is the only thing she can do? Read the sentence
through the first time, and admit that she doesn’t understand
it. And then read it through again, so that — this time — she
can hang all the details on the central action.

She has misunderstood you the first time. She tries to cor-
rect that misunderstanding the second time. What she prob-
ably understands after that second time is the central action,
plus one or two of the details. But, because s0 many words are
thrown at her so fast, she will probably forget some of those
details. '

How can you overcome that first problem? The answer is
now obvious. Cuf down the number of words in this sentence.
Take out some of them, and put them in the next sentences
that follow. We'll see how in a moment,

The second problem is this: In order to have your reader
form a visual irnage from your words, the word image you give
him must be complete. And it must be complete within ten
words or less.

Why must it be complete within at most ten words? Be-
cause his mind can’t remember more than ten words before it
creates such an image. So, you have to complete that image
before that limit.

A sentence, of course, can be made up of several images,
but each one of them has to be complete. The rule is simple:
At the end of each word fmage, the reader must have enough
information to create a visual image. And he has to be able to
do it within ten words, _

S0 the solution to the second problem fits right into the
solution to the first problem. You make each word image less
than ten words, and you make it complete.

You can see this quite clearly in our “Yesterday, I hit Harry”
exampie. Here’s how your reader’s mind reacts to this sen-
tence:

It first hears Yesterday, and converts it into an image. The
mind registers the fact that you are not talking about taday, ot
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a few hours ago. It rather unconsciously knows that the sun
has set, and risen, between this moment and the time you are
talking about, twenty-four hours ago.

This is a simple image. It is complete in a single word. It ig
immediately understood. And filed away.

And your reader’s mind is now ready to concentrate on the
next part of your sentence.

Now go on to I hit Harry. This is a more complicated word-
picture. It needs three words to complete it. But when you
have finished those three words, your reader's mind has an-
other image to store away. '

So, even in this simple sentence of only four words, you
have given your reader two ima ges to store away.

But, since you have done it so vividly and concisely, he has
had no trouble doing this. You have been immediately under-
stood.

Now the first image in this sentence, Yesterday, needed only
one word to convey its complete picture. But the second im-
age, [ hit Harry, needed three words. Let's see why:

As [ mentioned before, we have all become accustomed to
thinking about things in a certain way. We like our thoughts
to take a certain form. This form usually follows the pattern of
someone doing something to someone (or something) else.

In other words, when someone speaks to us, we Iike first to
seeanactor . . . then an action . . . and then the person or thing
acted upon, if there is any.

This way of arranging words is not a rule of nature. It is
simply an agreement that we have all followed for centuries.

It is a good agreement. It works well. And, since we have all
been accustomed to it since we were children, we have now

‘come to expect it from every sentence we hear.

In other words:

We do not consider a sentence to be complete (and therefore un-
derstandable) until it fulfills this rule, And if a sentence is made up
of more than one image, then at least one of these images must

fulfill this rule.

Now, once you know this rule, you know why, once you
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have said I you must go on immediately to say hit. Because
once you have introduced the actor, your listener expects you
to follow up immediately with the action. .

And you now know why you must follow up kit with Harry.
Because once you have stated an incomplete action, you must
immediately complete it. Your listener expects you to do so.
She will not understand you — she will not be able to build
her image — unless you do.

Now all this is just another way of expressing our basic rule
of making each sentence understandable: Make each word im-
age in that sentence less than ten words, and make 1t complete.

Let’s go back to that unreadable expansion of our Yesterday,
I hit Harry sentence, and see how this could be done. Here is
that 33-word sentence again: |

“Yesterday morning at eleven o’clock, I, because Iwas at my wit's
end, decided that, no matter what the consequences, I was going to
haul off and hit that low-down, miserable, son-of-a-gun, Harry.”

Notice how many images there are in this one sentence.

This many:
1. Yesterday morning at eleven o’clock . . .
2. 1...
3. because I was at my wit'send . .
4, decided that. ..
5. no matter what the consequences,
6. I was going to haul off and hit that low-down miserable,

- son-of-a-gun, Harry

I'hope you'll agree with me that six separate images in one
sentence is too much for any reader to absorb instantly.

And if that weren’t bad enough, some of these images block
one another. That Is, they intrude into the middle of another im-
age, and prevent it from completing itself in ten words or less.

So the easiest way of correcting this sentence is just to re-
move those blocks, and put them somewhere else. Here’s one
way to do it '

Start with Images 1 and 2: Yesterday morning at eleven o’clock,
I Cut out Image 3, and continue with Image 4: Decided that.

Cut out Image 5, and continue with Image 6: I was going fo
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haul off and hit that low-down, miserable son-of-a-gun, Harry.
So now you have a new two-image sentence that reads:
Yesterday morning at eleven o'clock, I decided that Twas going to
haul off and hit that low-down, miserable, son-of-a-gun, Harry.
There are still a few too many details in it to be effortlessly
clear, but it still is understandable. The risk of boredom does
enter into it, though, because you may have Siven your reader
miore of those details than she wants. Tt would probably have more
punch if you pared it down like this:
Yesterday, 1 hit that miserable son-of-a-gun, Harry.

Either way, the rest of the original sentence (Images 3 and -

5} can now be put into a second, three-image sentence, like
this:

Idecided to do it because I was at my wit's end, and to hit him no
matter what the consequences.

What have we seen here? First, that the shorter your im-
ages, the easier they are to understand. Too much detail over-
loads them. It prevents your reader from completing them fast
enough to be comfortable with them. This overload-detail,
therefore, should be split off into another ima ge or sentence.

Second, if one image blocks the completion of another, both
images become impossible to understand, When you find that
happening in your first draft, pull out the blocking image, and
putit by itself. Give it a separate place in that sentence, or put
it in a new sentence of its own.

Always make sure an image or sentence is complete before
you go on to the next one. Never allow an image to remain
incomplete, Never allow one image to block another. Arrange
- them as a continuing series of completions, so your reader can
understand you every step of the way.

Ifyou send incomplete images, you get back incomplete un-
derstandings. If you send complete images, you get back com-
plete understandings. It's as simple as that.

Now only one task remains: To connect each image with
the image that precedes it — and then connect each sentence
with the sentence that precedes it — so your reader can follow
your logic every step of the way.

!
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You do this, of course, with your Connecting Words. The
rocedure is simple. Every time you link two images together,
they must have a Connecting Word that ties them o each other.
And that Connecting Word must be as close to the front of each

image as possible. o
Let’s see how this rule works by applying it to the two new

Harry sentences. ’

Yesterday, [ hit that miserable son-of-a-gun, Harry. Idecided to
do it because I was at my wit’s end, and to kit him no matter what
the consequences. _

Let's start with the last sentence first. This sentence is made
up of three images. They are:

1. 1decided to do it

2. because Iwas at my wit's end,

3. and to hit him no matter what the consequences.

When you wrote this sentence, your job was to connect to-
gether these three images as clearly as possible. You did it this
way:

You connected the second image to the first by using the
Connecting Word because.

Then you connected the third image to the second by using
the Connecting Word and.

This gave you a complete, connected, instantly understand-
able sentence. Since the three separate images in it are linked
together so strongly, your reader has no trouble following your
train of thought perfectly. The “road-sign” Connectors becanse
and and make sure of that.

And now we go back to the first sentence. This, though even
more simple, with only two images, is even more interesting,
because here the Connecting Word is invisible.

Yesterday, I hit that miserable son-of-a-gun, Harry.

Now, as you can see, there is no Connecting Word in this
sentence. Instead, the necessary connection is provided by the
structure of the sentence itself. In that structure, the first im-
age, Yesterday, is deliberately open-ended, and therefore needs
a second image to give your reader the complete image he

demands.
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In other words, when you say Yesterday, your listener auto-
matically knows that this word-picture is only a prelude. That
it is just the introduction to the other word-picture that will
Immediately follow it.

It is this awareness of his — his automatic expectation that
you will immediately add a second word-picture to complete
the thought — that provides the connective here.

And, since this open-end sentence pattern is so firmly es-
tablished in our language, you do not need an actual Con-
necting Word to convey it to your listener, She picks it up au-
tomaticaily.

(Also, of course, the comma here reinforces the fact that
you have something more to say. Or, if you were speaking,
you would not lower your voice as completely as you do when
you have finished a sentence. And this would give your lis-
tener an additional signal that you had not yet expressed your
complete thought.)

Now, these “invisible Connectors” occur quite frequently in
both our speaking and our writing. They are additional tools
to make our meaning clear. We shall therefore touch on many
of them in the following chapters.

And, of course, there are many kinds of images in our lan-
guage that announce immediately that they are open-ended.
That they are only an introduction to another part of your com-
plete thought.

In fact, we have several Connecting Words whose main func-
ton it is to make just such an announcement to your listener.
They are:

When.

For example, When I left the house, it was raining.

If.

1-{)1‘ example, If you touch me, I'll scream.

Uintil. '

For example, Until I met you, I was happy.

Because.

For example, Because he was poot, he never had enough to eaf.

And so on.
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So, when you use these introductory Connectors, you know
that your sentence has to have at least two images in 1t

(And if you want it most easily understood, it probably
should not have more than two images. Otherwise, you may
overload it. But this strategy, also, we will examine in later

chapterﬁ-) . -
So those are all the strategies there are for writing a clear

sentence, The rest is only application.

You have only three rules to remember. They are:

1. Tocompose a sentence, you first combine Picture Words
and Connecting Words into complete images.

2. You make each image complete in as few words as pos-
sible. And you don’t let one word-picture interrupt an-
other.

3. Ifyour sentence has two or more images in it, you must
link them together with a Connector. And that Connec-
tor should be as close to the front of the second image as
possible.

These three rules tell you how to write a clear, understand-

‘able sentence. With them, you have learned as much as all the

years of the old grammar could teach you. And you have
learned it more easily, and better.

And now you are about to go beyond anything the old gram-
mar ever dreamed of. You are about to see how to link these
sentences together, to give your listener that clear, logical, con-
stantly developing stream of thought that we call discourse, or
argument, or literature.

NOTE: To introduce you to images, and how to construct
and connect them, I have assumed that each image should
include an actor and an action, or an identification (is, wuas,
are, like, etc.).

This is, however, by no means a necessary rule. It's simply
easier to look at images that way first. And it makes the im-
ages as large as possible.

Tcould have, however, made the images smaller by not hav-
ing each of them include an action or an identification. Any

one of them could have had, for example, simply a separate
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!
!

image of two or more words.

In that case, this sentence — I decided to do it because | was at
my wit's end, and to hit kim no matter what the consequences —
would have four images instead of three. They would be:

1. Idecided to do it

2. because I was at my wit's end,

3. and to hit him

4. no matter what the consequences.

Image 4, therefore, would have the Connecting Words no
matter what. }

So there is no hard and fixed rie that tells you how to mea-
sure the number of words in an individual image. No more
than there is such a rule that tells you how to measure the
number of words in an individual sentence,

Language, like the world it reflects, is adaptable. Its images, of
- course, must be complete, or they can't be instantly understood, But
a complete image can be carried best in one case with the actor-
action sequence ... and, in another, without it.

The strategy is simple. Write the sentence, Read its images.
See if each one of them forms a complete image in your own
mind. _

If it does, keep it — whether or not it has an actor-action
sequence.

The important thing is that it leaps the gap between your
mind and your reader’s mind. Everything else is simply a tool
for doing that.
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Exercises and Applications
for Chapter 3

For each exercise, either fill in the blank line or circle the
correct word or phrase. ' |

Again, let’s review. You have taken your two building blocks
of communication — Picture Words and Connecting Words —
and you have linked them together to form images.

Therefore, from words, you have generated images. And now
from these images, you will generate sentences. .

And from these sentences, you will then generate entire dis-
courses. Stories, repotts, instructions, poems . . . a universe of
shared emotions and thoughts. _

It is all a process of constant building. You start with t_he
simplest words, and end up with the most complicated dis-
courses. But discourses that are organized and therefore im-
mediately understandable from beginning to end.

One step leads logically to another. The same rules apply
from start to finish.

Here they are: i ‘
1. This chapter showed you how to put your Picture

Words and your Connecting Words together to make im-
ages. And then put the images together to make sentences.
The first rule concerns the number of words in each
image. Your objective here is to make each image com-
plete with as (many/few) words as possible. o

2. Ifan image has too (many/few) words in it, then it will
probably confuse your reader. ‘

3. Sodon't try to crowd all your details into one image. If
you have lots of details to tell your reader, use (one/two/
more) images to tell it to her. . '

4. You can tell her all the details you want, as you write
one image after another, and then one sentence after an-
other. But keep each of those images (short/long) and there-
fore clear.

.5 From time to fime, of course, you will write an image,
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or a sentence, that is too long. Bveryone does it. Then,
when you reread it, you will realize it is confusing. And
-you will want to shorten it,

There are techniques that help you shorten and sim-
plify these overlong word-pictures and sentences. We will
discuss them thoroughly in Chapter 6. :

Right now, however, the important first rule to remem-
ber is this: An image that is too (long/short) is.also too
often misunderstood.

6. So that's our first rule. Now let’s g0 on to our second.
Our second rule deals with this possibility: That one im-
age can sometimes end up in the middle of another one,
and therefore block its fuil meaning.

Thus the first image interrupts the second, It prevents
the second image from being (complete/short),

7. And your reader wants your images to be (visual/com-
plete). Because only when they are complete can she truly
understand them.

8. 5o our second rule is this: Don't let one image inter-
rupt another. Always make each image (interesting/com-
plete). .

9. We have already seen what to do when one image in-
terrupts another. We simply remove the interrupting im-
age, and place it somewhere else.

For example: “And then he saw, as the carriage turned
the corner of the road, Melinda running up the road to-
ward him.”

Rewrite this sentence here, to remove the block:

10.  There are several ways to do this of course, Here are
two:
“And then, as the carriage tumed the corner of the road, he
saw Melinda running up the road toward him.”
“And then the carriage turned the corner of the road.
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Both are correct. Both contain complete images, with
no blockage or interruptions. Both are therefore easier. to
understand than the original sentence I gave you. Which
one you choose is a matter of your own pers‘ona@ taste,

The nice thing about language, as about life, is that it
has so many ways to be right. _

11, Now, it's important that we ask what causes blockage.
Expectation, of course. The fact that we're used to a cer-
tain type of sentence structure: Actor . . . action . .. thing
acted upon. And once you start that structure, your reader
expects you to complete it as soon as possible.

So, when you introduce an actor, your reader wants
(the action/his name) right away.

12.  And if the action is not complete by itself, then your
reader wants you to (repeat it/complete it) as soon as pos-
sible.

13.  Sonow we know why the original sentence above gave
the feeling of being blocked, and therefore was har'd to
understand. Because once we had read the word he in it,
we wanted to know what it was he was (claiming/doing).

14, Sothis too is an easy and evident rule to follow. Once
you introduce an actor, then immediately introduce your

15.  And if the action isn’t complete, then it as
soon as possible. .

16. And don’t let any other images come in between. If
they do, put them somewhere else.

17.  So that’s our second rule. And now we go on to our
third. The third rule talks about the fact that each image
has to be connected to the image in front of it. You make
this connection — naturally enough — with a Connector.

S0 our third rule says this: Every two images must be
linked together with a (Picture Word/Connector).

18.  And that Connector should come as close to the (front/
back) of the second image as possible. '

19. Why do you want that Connector as close to the previ-

ous as possible? Because, that way, you

And ke saw Melinda running up the road toward him.” ~ ous ___
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.

20.

21.

22,

23.

24,
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tell your reader exactly what type of relationship these
two images have to each other. And you tell it to her as
500N as possible,

Remember, no image, and no sentence, ever exists by
itself. They are always part of an ongoing conversation.
They are always connected to other images, and other
sentences.

And you always want to show your reader exactly what
those conrections are. Exactly how these images relate to
each other.

And you want to show it to him as (fast/slowly) as pos-
sible. So he has all the information he needs, in advance.

50 get those Connectors up in the of your
images. Put them in at the beginning. If you can, start
your word-pictures with them.

Once again, we'll have practice doing this in the next
chapter, and all the way through Chapter 6.

Right now, however, 1just want to point out that there’s
one kind of Connector that most people automatically put
at the beginning of 2 word-picture or sentence.

And that’s the introductory Connectors that we talked
about in this chapter. Like when . . . if... until. .. be-
cause . .. etc.

For example, when you see when at the beginning of a
sentence, and that sentence is not a question, then you
know that that sentence is going to have more than one
image in it.

And you know that its first image is going to be open-
ended — that it's going to need another image to com-
plete its thought. -

50 any sentence that begins with one of these intro-
ductory Connectors is sure to have or more im-
ages in it.

Now, we've met these introductory Connectors before.
We've met some of them as time Connectors. And we've
met some of them as cause-and-effect Connectors.

And now we meet them again — but this Hme ag in-
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troductory Connectors. Which shows us another marvel-
ous property of our Connecting Words: That they can serve
double duty for us, depending on how we choose to use
them.

For example, take this sentence:

“I saw Helen when I went downtown.”

Here you have a sentence with two images: I saw Helen,
and when I went downtown. They are connected by when,
which starts the second image.

But there is, of course, another way to write this sen-
tence, so that you start it with when, Write that second

way here:

This way, you have told your reader about the setting
first (When I went downiown), and then about the event (I
saw Helen). Before, you told her about the event first, and
then put it int its setting.

Either way is correct. It all depends on the sequence of
events that you want your reader to see in your story‘.

In the first sentence, you use when as a straight time
Connector. In the second sentence, you use when as an
introductory Connector.

Either way, it joins two images together. It shows your
reader the (relationship/conflict) between them.

So Connecting Words can start sentences, as well as
the images within them. But, in any case, whenever you
have more than images in a sentence,
you want to show the relationship between them with a

27.  So these are our three rules. They show you how to

write a good, clear sentence. Like this: )
First, you keep all the images you use in that sentence

as (short/long) as possible. . |
Second, you don’t let one of the images in that sen-

tence (interrupt/relate fo) another.
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29.

And third, if that sentence has two or more images in
it, you always tie them together with a (Picture Word/ Con-
nector).

Once you have applied these three rules, you have writ-
ten a sentence that is clear and understandable. It then
serves as a perfect building block of your overall discourse.

And that sentence is now ready to be joined to the sen-
tence before it, and the sentence after it, in a logical and
effortless stream of thought.

Chapter 4

How To LinkYour
Sentences Together

S O — YOUNOW know how to link your Picture Words and
your Connecting Words together to make images. And you
know how to link your images together to make a single sen-
tence. And you also know how to make that sentence clear and
understandable, with as much detail in if as it will hold with-
out overloading your listener’s mind.

This no-overload factor is, of course, essential. You have
found out, in fact, that the art of writing a clear sentence de-
pends as much on what you leave out as on what you put in.

‘There is always a tendency, when you first start to write, to put

too much detail into each sentence.

It's as though you wanted to express your complete story in
that first sentence. As though you wanted to tell it all, as it
were, in one breath.

But, as we’ve seen, if you put too much detail into a single
sentence, your listener can't follow you. His ability to under-
stand you breaks down. You practically hear him shouting at
youw: “Stop! It's too much at one time! Let me pause for a mo-
ment, to understand what you've already said!”

Soyou do pause. You give him only as much of your thought
as you feel is adequate at that time. You call that composed,
understandable fragment of your thought a sentence. And then
you go ony, to continue your thought in the next sentence.

Thus ~— sentence by sentence — understandable thought by

| understandable thought — you build up your complete story.
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Once again, it's like you were building a “road map” to your
thought for your listener. Laying down aline of expected words
for her to follow, from your first thought to its end. With little
resting stops along the way, called sentences. __

Because, when your listener travels along the line of your
thought — just as when she travels along a highway — she
likes to know where she’s going, She asks you to make that
journey as easy as possible for her, Which means as predict-
able as possible. '

In other words, when she travels from sentence to sentence
of yours, she would appreciate it if there were no surprises, no
sudden turns or twists in your flow of thought. She wants ev-
ery change in direction clearly road-marked for herin advance,
nothing that will leave her behind, bewildered and confused.

What she wants from you, then, are bridges. Road signs
between one sentence and the next. Verbal road signs that tell
her, as soon as possible, that your thought is either continuing
in the same direction, or that it’s now going to turn.

Fortunately, you have these road signs, all laid out for you
in the language itself. They are, primarily, our Connecting
Words. The same Connecting Words you've been using up till
now. But ready, at this moment, to take on a new task.

You have already used these Connecting Words to link to-
gether the Images that made up your sentences. Now you are
going to use them to link together the sentences themselves.
To link them into a completely understandable flow of thought.
So that your listener follows that flow of thought effortlessly,
without ever having to figure out by himself where it's going.

You link each two sentences together with this rule (which
is simiply an extension of the rule you mastered in the last chap-
ter):

Each sentence after the first must have a Connector in it that
links it up to the sentence before. And that Connector should be as
close to the front of the second sentence as possible.

The first sentence, of course, doesn’t need a sentence Con-
nector in it. It starts from zero. It grabs your listener’s atten-
tion, and opens your story for her. .

How To Link Your Sentences Together a1

Therefore, it's completely different from the other sentences
in your story. That's why it's often so hard to write. And that’s
why we put titles, usually, at the front of our stories, or dis-
courses. To tell the listener: “This is what I'm going to talk
about now.” '

Thus, for example, Yesterday, I hit Harry is a good first sen-
tence. It sets the scene. Grabs the listener’s attention. Is dra-~
matic enough to make him want to hear more.

But, when you have written your first sentence, you must
then go on from there. And you must make your second sen-
tence tie into your first.

And you do this by deliberately putting a sentence Connec-
tor into that second sentence, to show your listener instantly
and precisely how that second sentence relates to the first.

There are three types of sentence Connectors. And you
should be able to use them all.

The first type of sentence Connector is the linking Connector.
It is used here, however, not to connect two word-pictures
within a sentence, but two sentences themselves.

Let’s see how some of these same linking Connectors can
be used as sentence-links, to show your listener just where
your thought is going at any moment.

For example:

“Yesterday, 1 hit Harry. And then [ hit him again.”

Here, the linking Connectors and then serve as your sen-
tence-links. They tell your listener that your thought is flow-
ing in a straight line. That you are going to repeat the same
action again.

Or as another example:

“Yesterday, I hit Harry. Because he’s a low-down rat.”

Here, the linking Connector Because is your sentence-link.
It connects, for your listener, the effect to the cause. It tells her
why you hit Harry.

Or, as another example:

“Yesterday, I hit Harry. But today we're friends.”

Here, 2 “U-turn” road-sign word is absolutely essential. Be-

il
!



82 ' THE BRILLIANCE BREAKTHROUGH

tence contradicts the first. And your listener would run right
over the edge of your thought, unless you gave her a road sign
to tell her that it was going to make an about-face.

So you used the linking Connector Buf. Because But shows
her, in advance, that a contradiction is coming, So, when she
encounters the words today we're friends, she is already ex-
pecting them. And you haven't lost her. And she is not con-
fused.

Now, many of the linking Connectors that we've already
examined really come into their own when they are used be-
tween sentences. In fact, though we have never become aware
of this function before, they were reaily developed by the lan-
guage in order to serve as sentence-links.

Some of the most important of them are:

Therefore or thus. For example: “I am your husband. There-
fore, T will be faithful to you unto death.”

However. For example: “You are a beautiful woman. How-
ever, you have no soul.” _

So. For example: “He hit me. So I hit him back.”

Or. For example: “We can stay in Paris for the night. Or we
can go on to Versailles.”

In fact. For example: “Yes, I like you. In fact, I love you.”

On the other hand. For example: “Yes, 1 like you. On the other
hand, sometimes I don't like you.”

At the same time. For example: “Yes, I like you. Af the same
time, 1 dislike certain of your flaws.”

Meanwhile. For example: “So the Third Army broke through
in the North. Meanwhile, in the South, the enemy lines were
also giving way.”

For example. For example: “A sentence is a complete thought.
For example, Yesterday, 1 hit Harry.”

And so on.
Notice that each of the Connectors we have used so far has

been placed at the very beginning of the second sentence. This

is not at all necessary, of course. Such linking words can just as

easily be placed elsewhere in the second sentence. For examnple:
“Yes, [ike you-1 also like Joan, Mary, Betty, and Ruth.”
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Or:

“Yes, I like you. I like Mary better, though.”

Notice that this second sentence contains not one, but two
Connectors. Both tie the two sentences together. One by com-
parison (better). The other by contrast (though).

Or:

“Yes, 1 like you. But such a feeling is so foreign to me that
I'm frightened.”

Here, again, we have two Connectors in the second sen-
tence. But, showing contrast. And such, tying the Picture Word
feeling, in the second sentence into the Picture Word like in the
first sentence.

And 50 on. As we have seen, you have literally dozens of
such linking Connectors as these to choose from, when you
want to link any two sentences together. They are, indeed, our
first type of sentence Connector.

But now we go on to a new type of Connecting Word. A
second kind of sentence Connector. A kind of Connecting
Word that you have not encountered before, which joins two
sentences together in a different way.

This new kind of Connecting Word is not simply a way to
link two word-pictures together, like the other Connecting
Words we have already examined.

Instead, our second kind of Connecting Word does this: It
condenses the thought in the first sentence (or a part of that thought)
into a single word, and then carries that condensed thought for-
ward in the second sentence.

This is why we call it a condensing Connector.

For example: :

“The handsome young knight in shining white armor rode
up to the castle. Then he imperiously knocked at the gate.”

?110 condensation here is of the image “The handsome young
knight in shining white armor.” And in the second sentence this
entire image is summarized in the condensing Connector Ae.

Why is this done? Once again, to help your listener’s mind
tunderstand your developing thought, as you carry it along from

__Sentence to sentence,
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As we said before, the human mind cannot hold too many
words, or too many thoughts, in conscious focus at one time.
Therefore, you should think of your listener’s mind as a kind
of movie screen, upon which you flash one thought, let her
understand it, and then flash another.

But — since you do not want her to forget the first thought
when you give her the second — you condense some part of
that first thought into a single word, and include that con-
densing word in your second thought.

This is what we have done in the example above. We started
out with a long and complicated word-picture, The handsome
young knight in the shining white armior. We paused long enogh
at the end of this sentence to let our listener understand it.

And then — because she had understood it, because she did
not therefore nced it repeated in the second sentence, but in-
stead wished to go on with the next thought — we condensed
it into the single Connecting Word ke. And then we let e be
the actor in the next sentence.

This use of condensing Connectors is, as you can see, a mar-
velous way of developing your thought from one sentence to
the next. It is especially powerful when you use it in conjunc-
tion with the road-sign words we have already explored in
this chapter.

“Let us therefore look at some more of these condensing Con-
nectors, and how they enable us to carry forward the thought
of whole sentences in a single word:

We have already used the condensing Connector he, which
can carry forward the full desciiption of any male actor in your
first sentence. Now let’s look at its partner she, which we use
in this way: '

#Then 1 was introduced to a tall, blond, infinitely beautiful
creature named Rachael. Although I am sure thatshe had heard
of me before, from Martin, she showed no sign of recognition,
or of interest.”

Here, the condensing Connector she is used twice in the
second sentence, to bind that sentence firmly, in the Jiste ner's
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peautiful face turning to meet the narrator, and feel his disap-
pointment when she shows no sign of interest in him.

Notice, too, that we could have changed that second sentence
slightly, to include still another condensing Connector in it.
And thus bind it in a different way to the first. Like this:

“Then I was introduced to a tall, blond, infinitely beautiful
creature named Rachael. Although I am sure thatshe had heard
of me before, there was no sign of recognition, or of interest,
in her eyes.”

Once again, the image of the beautiful face is carried over
from the first sentence to the second. And then evoked twice
in that second sentence, without ever repeating the original
description.

This is how you build a unified story out of a series of sen-
tences. How you carry your listener along with you through a
series of continually expanding images, that are yet perfectly
connected together,

Now, of course, we can go from a single actor to a group of
actors. And develop this expanding image:

“The corporal chose O'Hara, and Bernstein, and Marcello,
and Washington. Each of them selected a rifle, a revolver, and
twenty rounds of ammunition. And then they mounted their
horses and slowly rode off toward the mountain.”

I suggest that you study the four condensing Connectors
used to tie these three sentences together. First, five men are
pointed out to the listener in the first sentence. Then, in the
second sentence, they are evoked again — first separately, by
each, and then collectively, by them.

And then, in the third sentence, the listener is made to see
all five of them mounting their horses and riding off by the
condensing Connectors they and their. |

This is far more efficient than trying to carry the image from
isii[;t?}?i(;? to sentence by mechanically repeating it. For example,

“The corporal chose O'Hara, and Bernstein, and Marcello,
and Washington. The corporal and O’Hara and Bernstein and

.Marcello and Washington each selected a rifle, a revolver, and
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twenty rounds of ammunition. And then the corporal and
(YHara and Bernstein and Marcello and Washington mounted
the corporal’s horse and O’Hara’s horse and Bernstein’s horse
and Marcello’s horse and Washington’s horse and slowly rode
off toward the mountain.”

No listener wants this kind of repetition. No listener’s mind
needs this kind of repetition. In fact, what it does is block the
new Images you are trying to give him.

So, what you do when you write a stream of sentences is this:

1. The first image, in its own sentence, must be devel-
oped as vividly as possible. "Yesterday, 1 hit that miserable
son-of-a-gun, Harry.” _

2. Then you condense at least part of that image — that
miserable son-of-a-gun, Harry — into a condensing Con-
nector — himn.

3. And then you make that condensing Connector a part
of the image that you are developing in the next sentence.
“And then I hit him again.”

4. And so on. “Until ke fell to the ground, with his mouth
bleeding,” Sentence after sentence. “And then he looked
up at me, and begged me not to hit kim again.” Until
your listener has your full story.

Each step of the way, your sentences are connected. Your
listener knows exactly how each one fits into the sentence be-
fore it.

And — notice again — that you have done this not only with
condensing Connectors, but also in each sentence with link-
ing Connectors: “And then I hit him again. Until he fell to the

ground, with his mouth bleeding. And then he looked up at
me and begged me not to hit him again.”

Fortunately, our language is almost as full of these condens-
ing Connectors as it is of the linking Connectors. Here are a

few of the most important:
It. For example: “The table is genuine Chippendale. It cost

us $3,000.”
This, For cxample: “Follow this road for a mile, and then

turn left at the first stoplighn. This ie by far the best way to get
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(Notice that this, like many other Connectors, can serve
double duty. It can simply be part of a sentence, as it is in
“Follow this road.” Or it can serve as a condensing Connector
between two sentences, as it does in “This is by far the best
way.” It all depends on how you choose to use it.)

That, For example: “I am staying here. I will never move.
And that is all there is to it.”

These. For example: “You may leave on your own two feet.
Or you will be carried out. These are your two choices.”

Both. For example: “You may say, ‘Jane and I will go to school
tomorrow,” or ‘Jane and I shall go to school tomotrow.” Both
are correct.”

One. For example: “There stands Macbeth on the brow of
the hill, and there strides Macduff toward him. One shall not
itve till morning.” .

Which. For example: “But you still pleaded with him for my
life. Which shows again how insane your love for me really is.”

Such. For example: “He suffers from gout, diabetes, and per-
petual indigestion. Such, my dear Watson, are the penalties of
gluttony.”

Notice, incidentally, that these condensing’ Connectors do
not have to be used alone to link two sentences together. You
may also join them with a Picture Word, to form a linking-
phrase. like this:

“Next, you pick up the small wrench marked Number 16.
Then you use this wrench to tighten each of the engine nuts
from left to right, in turm.” ;

Or:

"You hold your dancing partner with your right hand firmly
around her waist, and your left hand firmly in her right, In #his
way, you begin to lead her around the floor.”

Notice also that this three-word phrase, In this way, con-
denses th.e entire sentence in front of it: “You hold your dancing
igrfger with your vight arm firmly around her waist, and your left
i n {irmfy in }?er right.” And, by so doing, it allows the listener
herpu that entire sentence into this motion: “you begin to lead

around the floor,” All without the slightest mental effort on

h(—“l‘ mnard
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So you have now seen two separate tasks that these con-
densing Connectors can perform for you:

1. To carry forward a part of a sentence. And

2. To carry forward that entire sentence — or its core mean-

ing — info the next sentence for you.

And, as I have pointed out to you before {(in the last Harry
example, a few pages back), not only can they be used to carry
a thought from one sentence to the next, but throughout a
whole stream of sentences. _ :

Here is an example of this continuing stream of connec-
tions: '

“There is no doubt in my mind that this is the best feam the
Yankees have had in years. They have not only been completely
rebuilt in the past five years, but their pitching can't be matched
anywhere in the country today.

“And just look what happened to them in their first three
games. Both Baltimore and Boston only managed to get two
hits each from #hem in twenty-seven innings.

“And they're averaging six runs a game right now. Yes Sir,
brother, these are the Yankees that are going to bring the pen-
nant back to New York.” :

Now, this stream of sentences is rich in insights for you.
Notice, first of all, that the starting image (the best team the
Yankees have had in years) is carried by they, their, them, they're,
and these through five additional sentences, without the slight-
est confusion.

In each of these additional sentences, more information is
given the reader about the best team the Yankees have had in
years. His understanding of them deepens with each sentence.

All this information could have never been loaded into one
sentence. Such a sentence would simply have been incompre-
hensible. So the main thought of that sentence was taken out of &,
and spread across five additional sentences, where the necessary
information could be fed to the reader step by step, with complete

understanding.
This is the process of elaboration — of giving your reader (or

listener) more and more information about o core-image as she goes-
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from sentence to sentence. It is only possible through the use of
‘these condensing Connectors.

We will spend an entire chapter on elaboration later on. But
this shows you now the enormous communication power these
various types of Connectors immediately give you.

So we now have two types of sentence Connectors: We have
Connecting Words that serve as links between sentences. And
we have Connecting Words that serve as condensers, to carry
thoughts from one sentence to another.

And we also have a third, and last, type of sentence Con-
nector, which is not a word at all. This type of Connector is
made up of all those punctuation marks, and sentence struc-
tures, that tell our reader how any two sentences fit together.

For example, there are two punctuation marks that can serve
as sentence Connectors. They are: : '

The full colon. (For example, throughout this book, 1 have
used this full-colon structure: For example:)

Or, to give another example, from earlier in this book:

“So we can combine both problems of understanding — and their
solutions — into this simple rule:

“Always try to make each image complete, and do it in as few
words as possible.”

Notice, in both these examples, that the full colon works as
an identity Connector. It tells your reader immediately that
the sentence that follows it is identical with the sentence, or
phrase, that preceded it.

Thus, in the second example, the full colon told your reader
that “this simple rule” was identical with “Always try to make
each image complete . . .” etc,

In fact, what you are doing with this full colon is signaling
your reader, in advance, that your next sentence is going to be
equal to part of your first. Thus, the full colon serves the same
function, between sentences, as the identity Connecting Words
{such as is or are) serve within each sentence.

Just as is or are tells you that two words are equal within a
sentence (Sally is my wife), so the full colon tells you that two
sentences are equal when it joins them together. '
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And, in the same way, when you use the second punctua-
tion mark as a sentence Connector — the guestion mark — you
also show identity.

Like this:

“And what does this tyrant wish from us? Our homes, our
produce, our fields and our families!”

Here, the question mark tells your reader that “What does
this fyrant wish from us” is identical to everything listed in the
second sentence.

Thus, it is available, when you wish to use it, as another
identity Connector between sentences.

So there we have the two punctuation marks that are used
as sentence Connectors — the full colon, and the question mark. No-
tice that, until your attention is called to them, they are even less
noticeable than our shy little Connecting Words.

And now we come to our final sentence Connectors, which
are completely invisible, since they are simply the sentence struc-
ture itself. The way we arrange our words to show the connec-
tion between one sentence and the next.

The simplest of them is repetition. Here is an example of how
it can be used to tie two sentences together:

“And at the end of this sentence, he sees the same thing that
you do. He thinks the same thing that you do.”

Here, the identical phrase, the same thing, is repeated twice
in two sentences. By making this repetition, you have signaled
the reader that your core thought — the thought that you wish
to carry over from one sentence to the next — is contained in these
three words.

And yet, at the same time, you have elaborated and devel-
oped this core thought as you moved it from the first sentence
to the second. You have done this with the Picture Word sees
in the first sentence. And then the Picture Word thinks in the
second.

So you have led your reader from one aspect of your core
thought to the next. But, at the same time, you have kept that
core thought in his mind in both sentences through repetition.

Once again, this is the.process of elaboration — the planned
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development of your thought from sentence to sentence. And we

shall explore it more deeply in a later chapter.

* 8o the first way we use the sentence structure itself to con-
nect our sentences together is repetition.

The second is sentence-structure expectation, It is simply the
fact, once again, that your reader expects your sentence to take a-
certain form. And you can use that expectation —— you can deliber-
ately exploit it — to connect two or more sentences together so that
she will inmediately understand them.

Here are some examples:

“If I understand her correctly, she must have had at least
one lover before you. Or two. Or three, Or four.”

Here you have one long sentence, followed by three short
ones. The three short sentences have no actor-word, and no
action-word, and yet you understand them immediately. Why?

Because they exploit a thought-structure that is firmly im-
printed on your mind: That one is followed by two. And then
three. And then four,

It is this known thought-structure, this accepted numerical
thought-structure, that allows these sentences to be separated
— emphasized by their separation — and yet immediately un-
derstood.

Also, of course, the three later sentences are prepared for in
the first sentence by the phraseat least. And each of them starts
with the road-sign Connector Or.

5o everything is laid out for the reader. He is tipped off in
advance about what is coming. He is directed by a road-sign
at each sentence-interval. And the numerical structure he has
followed all his life is reinforced by the sequence and content
of the four sentences. '

He simply cannot go wrong, He understands immediately,
effortlessly. And then is ready to go on.

}r{ere is another example:

“Each one of these words carries a picture inside itself. That
picture stands out by itself. You need no other words o sup-
port it. It is there. It exists. You can sce it. Smell it, Taste it
Tou_ch . Draw it. Show it on movie film.”
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Here, you exploit another expectation on the part of your
reader: That of the normal sentence structure — actor . .. ac-
tion . . . thing acted upon.

Thus, when you have given your reader a normal sentence
(You can see i), and then repeat the last part of the structure of
that sentence (Smell it) she will understand immediately that
the actor (You) is the same in this second sentence.

And then you can go on to repeat that structure over and
over again (Taste it. Touch it. Draw it. Show it on movie film.)
And she will understand that all of these continuing sentences
still have the same actor.

Your sentence Corinections here are obtained entirely from
her familiarity with the normal sentence structure. And there-
fore from her willingness to extend part of that structure over
into a number of similar sentences.

This is an important insight. Because there are dozens of
ways to use it. And because, as we shall see later, it gives you
the key to making your sentences as simple as you want them
to be. '

Here is another example of how you use this extended sen-
tence to connect a series of short and simple sentences:

“They tell us how Picture Words are connected to each other
in time. In space. In meaning. And in sequence.”

Here, the last part of the first sentence depends on the Con-
necting Word in. 8o, not only is the structure of that part re-

cated in each succeeding sentence, but the Connecting Word
is too. Thus, the reader is given two clues to make sure he can

move effortlessly into each new sentence.

Also, because your reader is so familiar and so comfortable
with the normal sentence structure, you don't even have to
give it all to him in the first sentence. You can separate it into
+wo sentences. And, if the connection is close enough, he will
still understand you.

Like this: :

“This is important. For fwo reasons.”

This thought, of course, could have been conveyed in one

iom Re to oain oreater emphasis, it s separated into
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rwo. And it still gains the same immediate understanding.

In addition, the structure in the second sentence does not
even have to be similar to that in the first. It can actuaily be
opposed to it — as long as that opposition is a common and
accepted one. Like this:

«A sentence needs to have only enough words in it to be
understood. And no more. Only enough to be understood.”

Here, you have exploited the commonly accepted opposi-
tion between only enough and and no more. By separating that
opposition into two sentences, you have gained both simplic-
ity and emphasis. And then you have reinforced that empha-
sis by your third sentence, which repeats the last part of the
first sentence with a slight variation. -

And so on. Once again, there are dozens of ways you can
use structre to tie your sentences — and whole passages of
sentenices — together. We shall look at many of them in the
chapters to come.

So there you have them all. All three ways of connecting
your sentences together. They are, once again:

1. Thelinking Connectors, which tell your reader how your
thought-flow is linked together from one sentence to the
next. Like: and ... but. .. however...still ... because . ..
in fact . . . and all the rest.

2. The condensing Connectors, which condense and carry
your thought forward from one sentence to the next. Like:
he...she...it... they... that...one...both...
which . . . and all the rest.

3. The non-word Connectors — the punctuation marks
aqd sentence-structure expectations ~— that give you a
third way, not only to carry your thought forward from
senﬁence to sentence, but to tell your reader éxactly in
which direction its going.

How do you use any and all of these Connectors? There is

only one simple rule:

Hnisa?:use};ferz:e after the first must have a Connector in it that

i ) };!198 }; the sentence before. And that Commector should be as
ront of the second sentence as possible.
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You can use any one of the three types of Connectors you
wish. Or you can use two or more of them. But each sentence
you compose must have at least one of them in it.

These, then, are our tools. First among them are the Picture
Words, which form the images we use to communicate with
other people.

Then come the Connecting Words — and even Connectors
that are not made of words — that enable us to join these Pic-
ture Words into immediately understandable sentences. And
then enable us to join these sentences into whole stories, or
reports, or textbooks, or poems.

Throughout this entire process, our goal is to be understood.
To transmit the thoughts and images in our minds into other
people’s minds. And to doit as vividly and clearly as possible.

We now have the first rules we need to do this. Rules that
have taught us how to link two sentences together in com-
plete understanding. Now we will go on, and learn how to
write as clearly and as simply as we wish. Or, if we wish, how
to write with symbolism or metaphor or wit. And how to gain
emphasis and power in our writing, and avoid monotony.

But first, always, with every sentence that we write, we must
be understood.

The rest of the book gives you these guidelines. You provide
the images; [ try to give you the best way to get them across.
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Exercises and Applications
for Chapter 4

In this chapter, you have gained two vital new tools: First, a
new use for the linking Connectors. How to use them to Ii;1k
together two sentences, just as you have already used them to
link together two word-pictures.

This is merely an extension of what you have learned be-
fore. The same rules and techniques apply. In fact, you have
already practiced this kind of sentence-linking in the exercises
for Chapter 2.

So you need no further practice with them here. For each
exercise, either fill in the blank line or circle the correct word
or phrase.

We can assume that you already know what these linking
Connectors are, and how you use them to join together your
sentences.

5o we'll go on now to the new Connectors that you have not
used before. The first of these is the condensing Connectors.

1. Asyouknow, a condensing Connector takes a thought

from one sentence, condenses that into a single
word, and then uses that word as a part of the next sen-
tence,

This is terribly important, because we cannot retain too
many fully stated thoughts in our minds at one time.
Therefore, we have to condense them continually. And
use these condensing Connectors to carry forward our core
thought into wider and wider elaborations of that thought.

2. Sowe understand the full core thought in the first sen-

tence. And then we (condense/expand) it into a single word
in the second sentence. And use that word to carry it for-
ward, and learn more about it, from that moment on.

3. Noxjv, our first task in learning to use a new kind of

word is simply to see it. If we can’t see it, we can't use it,

S0 let’s take a series of double-sentences right now;,
and find out what kinds of thoughts we can cm‘lciensiei

.. Into asingle word.
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(Notice that any part of a sentence, beginning, or
middle, or end, can be carried along into the next sen-
tence by the condensing Connector.)

For example: ' |
I met my first German today. He tells me many interesting

secrets.” : :
; ' Notice, also, that two condensing Connectors are used
is the Connector used in the second , AU50, f ‘ .
eﬁ?ﬁ;—f the condensing here. He, in the second sentence, which carries forth the
5 i

condensing Connector He, of the first sentence. And more
than that, which condenses a hundred years.

9. Now, as we have seen, the same condensing Connec-
tor can be used to carry the original image along, not
through just one more sentence, but through several.

Here’s how this was done in the continuation of our
first example:

“Imet my first German today. He tells me many interesting
secrefs, He was in Hitler’s army. Then he escaped to Argen-
tina, then to the ULS.A. He has volunteered in the American
Army because in this way he can kill more Communists and
become an American citizen,”

Here is a stream of five sentences, all linked by the con-
densing Connector .

10. By using this condensing Connector, the original im-

4.  What part of the first sentence does it condense?

5. Your answer might be my first German (which is the
answer I've left the blanks for). Or it may simply be Ger-
man. 1 like the first answer. But the second answet is not
wrong, just (to my way of thinking) a little incomplete.

But the first part of the question, What is the condensing
Connector has only one answer. It has to be he.

So we now have an example of a condensing Connec-
tor that carries along part of the sentence in front of it.
Here’s another one:

“Grant and McNeill had long since learned to regulate their
lives. They moved and thought now with grace and beauty.”

: , : od
i Connector in the second sen- age, . : , is carrie
Wh?at 's the condensing _ through all five sentences, without having to be repeated
tence: ' each time,

" does it condense? :
6. What part of the first sentence Notice that you still, automatically, retain the original

image in each succeeding sentence. You still know that
it’s the German who's the actor in each one of these sen-
tences.

But it is an incredible convenience not to have to re-
peat that original image every time you want to use itina
new sentence. Let’s see just how tedious that would be.

Here, the two main actors in a story are introduced in
its first senterce. And then are carried along in the next
sentence (and in many more sentences) by the condens-

, ini Ea;‘;i‘?;‘i; if:g('ample' 11, Here is the same stream of sentences, This time, how-
 He had planned to wait a hundred years. More than that :;’e:r you write in the original image in each succeeding
: ntence:

he dared not delay.” u

. : N et my first German today. tells
i 1 in the second sen met my : 1

WI‘;at is the condensing Connecto mie many ineresting secrets, s
tence’ in Hitler’s army. Then escaped to

e fi > does it condense? ‘ |
8. .What part of the fl__lf_.?_t: sentence e Argenting, then to the USA_ s
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volunteered in the American Army because in this way
can kill more Communists and be-

come an American citizen.”

What work! And this is a brief example, because ]
wanted to spare both of us. How much easier it is simply
to roll up this whole image into a single word, he, and use
that to carry it along from that point on.

12.  And this is especially important when you carry along,
not just part of the first sentence, but the entire sentence

itself.

For example:
o] believe in the existence of a God who waiches over us,

protects s, and makes us all happy. And that's inborn, inmy

blood.”
What is the condensing Connector in the second sen-

tence?
13. What is the thought (really, the entire first sentence)

that it condenses?

Can you imagine trying to repeat that entire first sen-
tence as part of the second sentence! The second sen-
tence would then be so long, and 50 complicated, that it
just couldn’t be understood.

And this is why condensation — the ability to condense
whole thoughts, and carry them forward from that mo-
ment on in a single word — is such a powerful charactex-
istic of language.

In fact, without this characteristic, we really couldn'’t
communicate with each other at all We’d never be able
to escape from our first thought. We'd never be able t0
develop a stream of thoughts, each one of which elabo-
rates the one in front of it.

We'll explore some other benefits of condensation latef

- in this exercise. Right now, however, let's go on with the

two kinds of condensations that our condensing Connee:.
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tors can give us.
14.  The first is the ability to condens
| ense part of the precedi
sentence. And the second is the ability to Concfens: ti‘&%
entire preceding sentence as a whole.
{-}ergﬂis fanothe} example of that second ability:
wtlt give you $100,000 down, and $10,000 . '
. ’ i a
six V?{rzgnfhs fﬁereafter. But this is my final offer.” oo
atist i d i
 hats e condensing Connector used in the second
15.  What is the thought it condenses?

16. Now, what are the condensing Connectors we hav
available to carry thoughts like these forward? Let/ i
amine each of them in turn. e
_ Let’s start with he. When you talk about a man in your
first sentence, and wish to carry his image forward in gub
sequent sentences, the first condensing Connecto .
have to do so is he. e

So write a description of a friend of yours in the first
sentence here (Like, “John fs a rugged, six-foot-two-inch-
tall I{'zs}fz’man, who looks like he was carved out of a block of
granite.”) And then condense that image into the actor of

your second sentence, by usinghe. (Like, “But he loves flow-
ers, and grows the most beautiful orchids I've ever seen,”)

17. » + .
COAg]l nght.. But it isn’t necessary, of course, to make that
en ensation the actor of the second sentence. It can ap-
50 grai?y;vhere in that sentence at all. And if it's the per-
ed upon - i
bl pon, then we use the condensing Connector
So write a third sentence now, using him:
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18.  And, in another sentence, if you want to show posses-
sion, you use still another condensing Connector, his.
Wiite a fourth sentence here, using his:

19. So, that exhausts our male condensing Connectors.
Now, how about the females? You know all of them too,
of course. If a female is going to be the actorin the second

sentence, you use she. _
Write your first sentence, and then your second, she,

sentence here:

20. Now, if she’s going to be acted upon in that second
sentence, we use her. Write your her sentence here:

71. Andif we want to show possession, we write hers. Write
your hers sentence here:

72 Which takes care of our female friends. Now, how about
animals, things, and ideas? We can carry forwardeachone

of those by the condensing Connector i.
Wirite your first sentence, and then your second using

it as the actor, here:

23, Now, if the animal, thing, or idea is acted upon in that
second sentence, we still use the same condensing Con-
nector, it. In this case, for some obscure reason, it doesn't

change.
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So write another it sentence — but this time with it
acted upon — here:

24. And, to show possession, we useifs. Write yourifs sen-
tence here: '

25. Tknow this is all perfectly simple, and that you know
all of it already. But that’s the beautiful part of it: Our
language has already taught us, automatically, 99% of what
we need to know to communicate correctly.

All we have to do is make ourselves a little more aware
c.>f these tools, which we've already used every day of our
lives. And then we can put them to work again, with far
greater control.

Let’s go on to the plural condensing Connectors.
The ones that allow us to carry forward the image of
more than one person, place, thing, animal, idea, or what
have you.

The first of them is they. It is used as the actor of the
second sentence.

So write your first sentence, and then your second sen-
tence using they, here:

26.  To show that they have been acted upon, we use, of
course, them. So write a them sentence here:
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27, To show possession, we use their, or theirs. You already
know where each goes. 50 write a their or theirs sentence

here:

28.  We can also point out our plural Picture Words in our
second sentence. In this case, we use these. (For example:
“T like pickles and malted milkshakes. But these are the
worst foods in the world for me.”)
So write your these sentence here:

29, Qr, we can use those. Write your those sentence here:

S0 now we've reviewed our condensing Connectors for
persons, places, things, ideas, animals, etc. Most of them,
as you can immediately see, carry forth part of the sen-

tence that precedes them.
30. Butwhat condensing Connectors do we have if we wish

to carry forth all of the preceding sentence? Let's review

them now.
The first of them is #his. For example: “The United States

of America is the greatest country in the world. 1 believe

this with all my heart and soul.”
S write a first sentence, and then a this sentence here:

31.  Then we have that. It works the same way as this. 50
let’s see your that sentence here:
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32. Apd, as we saw in Chapter 4 itself, you may also use
both in this way. Write your two both sentences here:

R

33.  You may also use it in this way. Write your first sen-
tence, and then your it sentence here:

34. You' may also use these to carry forth the full sentence
preceding it. Write your two these sentences here:

35, ) And you may use those. Write your two tose sentences
ere:

Now, this by no means exhausts all the condensing
Con?ectc;rs available to you. We have touched, for ex-
ample, on one or which, both of whi i '
s which are given to you in

36, But, by now, you do get the idea. You do see that an
entire image, composed of many words, in one sentence
Ean be condensed into one (word/sentence) in the next sen-

ence.

37.  Andthat single word in that second sentence can carry
that image forward in all its original power.

No wonder we call these power-packed little word
the Connectors.

38.  Andwe have also reviewed the most important of them.
You have used each of them to write your own condens-
ing sentences. And they are now consciously and delib-
erately available to you, to condense your thoughts and
carry them forward whenever you want to share them
with another person. -~ - o : o |
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You now have the principle of language condensation as an
available tool to you. I think, however, that we should side-
track here for a moment, and discuss another use of that princi-
ple that may also be of great value to you.

As we have seen before, the human mind cannot hold too
many images in it at one time. It cannot hold too many words.
And it cannot hold too many thoughts at one time.

This is a profound limitation. A limitation that has kept ev-
ery other animal except humans under the control of nature,
rather than the controller of nature. _

Language is the tocl humans have invented to overcome
this limitation. Language first allows us to convert thoughts into
words, and therefore store them. And language then allows
us to condense these thoughts, and thus elaborate them into
entire discourses.

And these logical and progressive discourses enable us to
work out complicated paths of action. Actions that direct na-
ture, and borrow its powers for our purposes.

We have already seen the first step in this process of con-
densation: The ability to take an image from one sentence,
and carry it forward in a single word in the next sentence.

But there is also a second step that I want you to become
aware of. And that is the combination of the process of defini-
tion with the process of condensation.

Definition, as we have seen, is the process of explaining a
new word in terms of old words. Thus one word, which is new
to your reader in terms of old words, is identified with a whole
group of older words, all of which, however, are already famil-
iar.

This is the basic step in definition. But it is only the first step.

What you have done when you have defined something is
this: You have made one new word take the place of many old ones.
Thus, you have condensed many old words into one new one.

And this new word is now available to your reader, to carry
the whole idea it contains into a whole series of new sentences

and new thoughts.
Thus this new word is condensed wisdom. 1t can carry an en-
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tire qomp]ex idea around in it in as little as four letters. You
can fit that newly condensed idea into a whole series of brand-
new sentences - brand-new relationships — brand-new
ideas. And you can make that idea work for you in ways that
would have been impossible if you had to use all of its previ-
ous old words to carry it along.

So definition is the process of exchanging many old words for
one new word. And condensation works from that point on by
allowing that one new word to relate that condensed idea to a
whole series of other ideas. :

Language grows that way. Wisdom grows that way. Civiliza-
tion grows that way.

It'sa powerful process, and I think we should put it to work
on a trial basis right now.

39. Let's see how a new definition of an everyday word
opens up a whole new world of meaning to us. As just
one ex}amplg, some religions define justice as protection for
socicty’s victims. As you can see, this is not at all like the
usual. definition, which is punishment for wrongdoing.

This definition-shift could provide hours of fruitful dis-
cussion for us. For example, we could say:
Justice is not , as we've thought, but
protection for society's victims.

40. TI’/IEI] we could carry on the discussion further, by say-
ing: "’I?_z.zs mears that is not done in courts, by judges
and juries, but in the streefs, by those who will risk themselves
to help others.”

f Do you see how the whole new definition is carried
orward in that single old word? How you are using one
word to represent an entire new idea? And how this al-
lows you to pack thought into smaller and more usable

4 packages each time you do so?

. Now, the next time

Now, you encounter another new
write its definition here: ord
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4?2. Now, use that new definition-word in a new sentence,
to combine it with another idea:

Now, and this may be a little hard, can you use that
new definition-word of yours as part of another defini-
tion, for another new word? -

Let me give you an example: Let’s say that you've been
studying psychology. And you come across id. And you
define it as the basic, unconscious mass of life instincts.

43. So you use id in sentence after sentence, until it be-
comes an automatic part of your vocabulary. Try one of
these sentences here (for example, “I spend most of my
life serving the needs of my id, and not my adult self.”):

And now you go on with your study of psychology. And
you encounter the term super-ego. And you define it as that
part of the id that serves as a person’s unconscious moral judge.

So you have used your first definition-word as a part of your
second definition. Once again, you are continuing to condense
complicated ideas into smaller and smaller packages. Each of
which becomes easier and easier to use.

Any field of study, such as science, is first of all a collection
of such definition-words. When you study the science, there-
fore, you first learn the definition-words. And then you learn
the rules for putting them to work.

The more condensed the definition-words (i.e., one word
contains several layers of condensed definitions within it), the
more mature and more powerful the science. And the more
you can do with any one of its terms.

So definition and condensation are two of the most powerful
tools language can give you.

So we have now looked at the condensing Connectors, and
how they work. And how condensation can provide us with a
second nowerful tool to share our thoughts with others.
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Now let’s go on to our third type of sentence Connector:
The no-word Connector.

44. The first of these, as you remember, was the fidll colon.

Solet’s put it to work. Write two full-colon sentences here:

45. The second punctuation-mark Connector is the gues-
tion mark. Write two question-mark sentences here:

46. So those are our two punctuation-mark Connectors.
Now we go beyond them to our sentence structure Con-
nectors, where we use the sentence structure itself to link
together our sentences in an immediately apparent rela-
tionship.

The first of these is repetition. You've seen an example
of how it's used on page 95. Now use it yourself here:

Next is sentence-structure expectation. There are several
ways to use this. Let’s briefly review each one.

We can use numerical expectation as we did on page 95.
But this structure is rather limited. And your example
would have to follow mine too closely to ask you to do it
here.

So let's pass on to our next structure: Normal sentence-
structure expectation, with all its variations. Here the oppor-
tunities are wide open.

47.  First of all, you can vary the action Picture Words of the
first sentence in the sentences that follow it, as we did on
page 96.

Write your own version of this structure-linking mecha-
nism here:
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48.

49,

50.

51.

Next, we can take the last connecting phrase in the first
sentence, and vary it in the sentences that follow, as we
did with in on page 97.

Write your version here:

Or, we can interrupt the normal sentence-structure ex-
pectation, and give it to our reader in two sentences in-
stead of one. We saw an example of this on page 97.

Now write your own version here:

Now, in your two examples, did you use the same two
Connecting Words that I did in mine — in and for? There
was no need to do so, of course. You could have used
other Connecting Words: Of ... from... to... on...

and ... and dozens more.

Let's run quickly through some of them now. Write a
sentence whose last connecting phrase begins with fo. And
then write a series of sentences connected to the first by a
series of variations on that fo phrase:

Now write an interrupted sentence (changing it into
two smaller sentences for the purpose of simplicity and
emphasis), revolving around the Connecting Word on:

And you could go on and on, of course. The possibili-
ties are enormous. We will explore more of them in the
next chapter, when we sce how to make our sentences

- any length we desire.
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52.  So there we have our three types of Connectors. The
first are the linking Connectors, which tell your reader
how your thought-flow is (inferrupted/linked) together from
one sentence to the next.

53. The second are the condensing Connectors, which

a thought from one sentence down to

one word, and then carry it forward in the next sentence.

54.  And the last are the non-word Connectors. First, the
two punctuation marks: the full colon, and the (comma/
question mark).

55. And then the sentence-structure Connectors, which
show how two sentences are connected by the use of the
(word-content/sentence-structure) itself.

56. Three types of Connectors. Hundreds of individual
w?rds and symbols in all. But they all follow one simple
rule:

Every sentence after the first must have a
in it that links it up to the sentence before.

57.  And that Connector should be as close to the of
that second sentence as possible.

That’s all you need. It is our basic operating rule. The rest is
application.

And it s to that application that we turn now.




Chapter 5

How to Choose
the Right Length
forYour Sentences

S OWEHAVEour pictures and our Connectors. And we want
to put them together in a series of understandable and related
thoughts for our reader.

We call these complete and immediately understandable
units of thought sentences. In Chapter 2, we defined a sentence
as this:

As much of your thought as you choose fo give the other person
atone time. So that he can understand this part of your thought the
moment he hears if. And then pass on to the next.

We have already seen how to construct each of these sen-
tences by itself, in Chapter 3. And then, in Chapter 4, we Iooked
at the between-sentence Connectors, which made sure that
your reader could pass from one sentence to the next without
confusion.

Now, in this chapter, we are going to see how each sen-
tencefits into the fotal flow of your thought. And how an aware-
ness of this thought-flow can enable you to adjust the length
of your sentences to give you as much simplicity, clearness,
and emphasis as you want. '

The key, here, is this:

That each of your sentences only has to be understood at the
particular moment you speak or write if.
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In other words, it has to have meaning — it has to make
sense — only within the flow of your thought at that very mo-
ment. And not at any other time.

Let me give you an example. Do you think that the follow-
ing is a sentence:

“None.”
Probably youw'd say no. Why? Because it doesn’t make sense.

It is not immediately understandable the moment the reader

encounters it.
And you are right — since it was just sitting there on the

page by itself.

But what would happen if we put it into a flow of thought?

Like this:

“How many people paid $100 per ticket?”

“None.”

Now it makes sense. Perfect sense.

Why? Because the flow of thought has given it meaning that
it didn’t have when it stood alone.

This is important for two reasons:
1. Because it shows again that no sentence is ever used

alone. It's always used with other sentences, as part of a
flow of thought.

And
9. Because it shows that a sentence can get much of its

meaning from the sentence in front of it.

In fact, it can get as much meaning from the preceding sen-
tence as it does from its own words within it.

So our next Operating Rule is this:

Each of your sentences needs to have only enough words in it f0
be understood in the flow of your thought. And no more. Only
enough to be understood.

This means that a good sentence, a working sentence, an
effective sentence, need only have one word.

Tt can be as simple as “Yes.” Or “No.” “Up.” Or “Down.”

It all depends on the sentence that came before it. On the
way your flow of thought is developing.

_ If that preceding sentence sets up the new sentence’s mean-
ine. then that new sentence need have only one word. Ortwo.
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Or three. Or four,
f Loo:;at tl;le sentences in this chapter. Many of them have
ewer than three or four words, But vou have or
, ob -
stood them all. ¥ probably under
Many of them have not even had a si
\ a single actor-w
lany of 8 a single actor-word, or
But you still understood them. Beca i
. use they made sense in
the thought-flow of this chapter. 4 :
Eo n(;w we ;(now that a sentence needs only enough words in it
to be understood. And understood at the particul .
ar m
the reader encounters it. P oment thet
And that some sentences get most of their meaning from
the sentence that comes before them. Rather than from their
own words.
So we can make our sentences any length we choose. From one
word to dozens of words. Any number is right.
All a good sentence has to do is be understood. And all the
WOI‘dS‘It needs are enough words to be understood.
,SO’ ifwe feel a sentence is too long to be clear, we can bregk it up
We can mgke two or more sentences out of it. '

. And — if we put in the right Connecting Words, and the
nght sentence-structure explanation — we can build as much
clanty into those sentences as we need.

This is why it’s so valuable to know that we can make our
se%te_nces as long, or as short, as we choose.
ecause this gives us the tool we need to bui i
. 5 1 uild variety and
clarity and emphasis into our flow of thought. Y
?nce again, then, our basic cjperating rules are these:
- Each of your sentences needs to have only enough words in
) tt to be understood in the flow of your thought.
. hEach sentence after the first, no matter how long or how
short, must ?chve a Connector that links it up to that ﬂouﬁ of
, A;t }?ught, as it is developing in the sentence before,
et é)*;l]gl;i} as we saw in the last chapter, that Connector
othing more than an invisi .
xpectations g an invisible sentence-structure
These, then, are :
2 , our rules. Now let's put them to
develop. our flow of thought . .. ’ ek o
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Exercises and Applications
for Chapter5

In the following exercises, either circle the correct choice, or

£11 in the blank line.
This chapter dealt with the art of the short sentence. It

showed you how to make your sentences as short as you wish-

by following these two ruies: :

1. PBachofyoursentences needsto have only enoughwords

init to be(understood/rephrased)inthe flow of your thought.

2. Andeachsentence after the first, no matter how longor

how short, must have 2
flow of thought, as it was developed in the sentence be-
fore.

These two rules are quite simple. And, even better, they
come right out of the rules you've already le arned. Soyou
can put them to work at once.

Now, you don’t want to make all your sentences short. But,
when you need a short sentence — to punch home a point, of
make it perfectly clear — you want to be able to construct one
automatically.

So the exercises I give you here are designed for one pur-
pose: To make you familiar with the use of short sentences.
And the many different ways you can build them into your
thought-flow. So they're available to you when you want them.

To do this, I'm going to show you various opportunities, in
your ordinary thought flow, that you can turn into short sen-
tences.

We've already started this, in the Jast set of exercises, when
we dealt with sentence-structures as a kind of Connector.

Now let’s go on. Here are some other opportunities: I'll name
the pattern first, in italics, and then show you how to reproduce
it.

3. Commentary. For example:
- "Youarea beautiful girl. I mean it.”

that links it up to that *
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The pattern here: Say s ;
- ometh ,
Try one yourself 'her}é: ething. Then comment on it.

4, Set-Apart Cause. For example;

.{{"I‘h : I- 1 .

thg};sxpt)zttem here: State a fact, then give your reason in
entence. (Y oucan give more than one, of course

if you wish, And you ¢ )
sentence.) you can put them each in a separate

Write your version here:

5. Set-Apart Detail. For example:

“So I hit him with a bottle. Hard on his head.”

The pattern here: Fir :
: : First th :
tsolated detail. e main word-picture. Then an

Write your version here:

6. ?;*,'?Apart Time. For example:
“Thave always been fasci ish. i
Ve%beginmn gy*i ascinated by the English. Since the
e pattern here: State the ev
e pa ent. Th ify
long it exists — or has existed — in time o specty how
- Write your version here: '

7. Set-Apart Reason. For example:

I like French-speaking people. They pay well. They

seldom insult. Th :
i . They )
French.” y give me a chance to improve my



116 THE BRILLIANCE BREAKTHROUGH

The pattern here: State a fact. Give your reasons. (3ame
as exercise 3 above, but here the Connecting Word, be-
cause, is dropped. The sentence structure itself provides

the connection.)
Write your version here:

8. Set-Apart Contrast. For example:
“Tt was a messy life. But very instructive.”
The pattern here: State a fact. Contradict it in the next

sentence. Let your reader wait till the third sentence to

cealize how the two fit together,
Write your version here:

9,  Split-Up Action. For example:
#] accept reality. I face i J
The pattern here: Take a comp
than two parts). State the first part
the second in the next sentence.
This pattern is a variation of exercise 46 in the last chap-
ter. But therewe

Here we keep h
You can do it either way. Write

licated action (with more
in one sentence. And

im in the second sentence.
your version here:

10. Expanded-Repetition. For example:
“They gave me

jor, sex. Even sex.”
The pattern here:Ifa pointi
tant enough, repeat it. But, this time,

ment, or expand on it,
Write your version here:

dropped the actor after the first sentence.

Jessons about religion, hygiene, behav-

n the first sentence is impor-
emphasize, COm-
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11, fft_—é&par]g Definition. For example:
adore Doctor Williams.
g vt My second father, myteacher,
ﬁr;Ithe ptattem here:_Nar_ne something or someone in the
t sentence. Identify him in the second with or with
an Idgntlty Connector. o
‘Write your version here:

12. febApart Sequence. For example:
, Tl*l;la Rcvere;nd will introduce the two of us. There will
e a shy meeting and a short bow the first time
Then a second meeting in the church. ’
Then many dates in the church.
Then, he'll touch my hand.”
segtii Eeat’tﬁm here: Start an action sequence in the first
- Then present fragments of the developi
quence of events in succeedin es, with the tme-
g sentences, with the ti
structure as the Connector. T i sinthe
structure s the Con .Trytoleadto aclimax, asin the
Write your own version here:

13. i{epegted Action. For example:
TEzn;af;teH. H;am'y xlfvept [ wept. My father wept.”
ern here: In the first {or, in this -
. , case, secon
is}felrclrteme, set up an action. In succeeding senteI{ces shicigc
om one actor, to another, to another. !
Write your version here:

Ar
Yo ;;11 SC})-[ (t)i There aremanymore such patterns, ofcourse
— ght keep an inventory of them. Some have naxrow'
Pphication, such as the repeaied action above.
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Others have almost infinite application, such as the set-
apart detail. For example, here are two other ways it can be
used:

“He kept avoiding my lips. Still shy, respectful, holy.”

Or:

“1 felt her slow pulse. Still slow and erratic.

Very slow.

Too slow.”

Notice, in this second example, how the drama grows
by the use of nothing more than added details to the Pic-
ture Word slow.

Here, a detail (slow) is first set apart from the original
sentence, and then elaborated or expanded upon. 30 two
patterns (4 and 9 above) are used here to reinforce one
another. To gain an even stronger effect.

14. Try this yourself. Take any two of the patterns you've
learned here. And weave them together in one developing
sequence:

Now, two words of caution:

First, the real reason you learn how to write short sentences
is this; Because, as you'll see in the next chapter, short sen-
tences are simple sentences. And simple sentences are easily
understood.

Once again, your primary goal is always to be immediately
understood. You want your reader to understand every sen-
tence you write.

And when your ideas are complicated (have many glements),
or difficult (are unfamiliar to your reader), then you have to
shorten your sentences to-make sure she understands their
every step..

You do not use these short sentences because you prefer
them over longer sentences. It is not a matter of taste at all. If
is a matter of efficiency. Of being understood.

And the next chapter will explain to you, in detail; how these

How To Choose The Right Length 119

And, as a _ﬁnal caution, you don’t want to write too man
short sentences, one after another, anyway. If you did ou}r/
writing would be too choppy. And tooﬁboring. 7

So you want to save these short sentences for the rough
points in your discourse. For the hard thoughts. For the im-
portagt ideas that you want to slam home

And you want to mix them up with | :

longer
oy st p ger sentences for the

This te§hmque -— of building variety into your sentence-

flow — will be shown to you in Chapter 7.

But right now, let’s turn back to the text itse
simple art of simplicity . . . e text itself. And learn the



Chapter 6

How to Write Simply —

So That Anyone Can
‘Understand Your

Most Complicated Thoughts

YOU ARE NOW ready to tell other people your ideas. You
“are about to pick up a pendil, or start to speak, and transfer
your-thoughts into their minds.
‘Once again, you do this through words and sentences.
Through images and Connectors. Till you have taken an en-
- tire flow of thought as complicated as a novel, for example,
; and conveyed it, intact, from your mind to another’s.
‘ - And, once again, you have a single continuing goal: To be
- tnderstood every step of the way. So that you never confuse
~or lose your reader. So that she follows you effortlessly from
beginnﬁing to end.
~+ Todo this, you want to build certain characteristics into your
writing. They are:
- * Youwant it to be simple, so that your reader under-
stands every step in your thought, before you take her
. on to the next.
+*.You want it to be clear, so that your reader doesn’t
- think that you're saying one thing, when you're really
.. Baying another.
- Youwant it to be predictable, so that your reader is

cErTprepared fora new thotueht beforeshe enconnters it

P
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So that your train of thought develops the way she
expects it to develop.

« And you want it to be complete, s0 that you have said

everything you have wanted to say, in exactly the right
place.

Let us now devote one chapter to each of these characteris-
tics, and see how to build each of them into your train of
thought.

The first is simplicity. The art of writing simply, so that your
reader understands every step in your thought, before you take
him on to the next.

We already have the two keys to simplicity. They are:

1. The various Connectors that show your reader exactly

how your Pictures (or ideas) fit together.

And

2. The ability to make your sentences shorter or longer,

depending on whether you ne ed more or less simplicity.

Therefore, the basic rule of writing simply is this:

To write simply, build a sentence that states that thought in the

fewest possible words, and with the greatest number of Connectors.

Or, to put it another way:

Simplicity is a ratio between the total number of words in a sen-
tence and the number of Connecting Words in it The higher the
number of Connecting Words to total words in that sentence, the
simpler it is.

Or, to put it another way:

To make an idea niore simple,
sentences. And use as many Connectors as possible to
Sentences.

Let's see how this idea works. Let’s take some complicated
ideas and make them simple.

Here's one from a book of children’s stories:

“They all stood fascinated forming 2 wall around the bucket
where the drops of water were producing ripples that would
move from the center to the edge one after another.”

And here’s how we'd simplify it. The first step is simply to

mick out all the images in it, arid number them, like this: . ..

link up those

break it up into @ number of short
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“(1) They all stood fascinated . . . (2) forming a wall around
the bucket . .. (3) where the drops of water were producin
rpples . . - (4) that would move from the center to the ed s
one after another.” 5

Now, after we've separated our im

e’ ages, we che
of them to see if it’s clear as it stands. & eclceach one
If it is clear, we leave it alone. If it’
. - It1t’s not clear, we simplify it
by adding Connectors, and then putti basic imag int
’ ing each ]
a separate sentence of its own. d 6 pasicimage, into
ﬁknd we come up with something like this:

They all stood fascinated, and formed a wall around the
i;;cket.'fn zthe buckleg the drops of water were producing ripples

ese ripples would move from the center .
edge, one after another.” of the bucket o the
- T have italicized the new Connectors for you. I have also
rfunjbe?ed eagh new simplification, to correspond with the
similar image in the original sentence.

’

Eow let’s see how ea'ch of these simplifications was created:
) tmpfyficatzon 1. It will help if you look at the story told in
the oqgl_nal sentence as if you saw it through a movie camera
Your first shot, therefore, is a long shot, showing the children
gtandmg around the bucket. This long shot should be yo
first revised sentence. | o

The first thing your reader in thi
‘ 8] sees in this long shot is the first
m;i]gf gf the gngm:fﬂ sentence. They all stood fascinated
~ lhisimage is perfectly clear as it stands. So itasi
is, ;nd go on to the next one: Soweleaveitast

implification 2. The second ima '
| 2. ge, forming a wall ar
bu%f, I?S not quite clear enough yet. formirg ot the
o 1y? Because a Connector between these first two images
_Velssmg. 5o I have E}dded the Connector and. And then t(;

E?avei\l(qe; a sdtronge:r tie~in between the two word-picture’s, I
it ged forming to formed, to make its ending fit in with

And then I ended the fi .

e first sentence. So that it '

these two parallel actions: o contains

“They all ;
bl’i”cketnz stood fascinated, and formed a wall atound the
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The action is now perfectly clear throughout the entire sen-
tence. It shows the reader all we want her to see from far away.

Simplification 3. Now we go on to the third original word-
picture: Where the drops of water were producing ripples.

This is the beginning of our close-up shot. We are now

through with our long shot, and — beginning with these

words — we bring our reader up close to see what happens in
the bucket. :

But, to make this shift from long shot to close-up, we have
to give our reader a bridge. A connecting bridge between what
she sees far away, and what she sees close up.

The original sentence tries to provide this bridge with the
Connector where. But it is not strong enough, because it is not
visual enough.

So we make it stronger by naming, once again, the place in
which the close-up action occurred. We thus start our second
sentence with the phrase In the bucket . . .

And then we go on to show our reader the first step of what
was happening in that bucket: The drops of water were prodiic-
ing ripples.

And so our second revised sentence reads:

“In the bucket, the drops of water were producing ripples.”

Now the shift from long shot to close-up is perfectly clear.
And so is the first step of what was happening in the bucket.

Simplification 4. Notice that we showed our reader only this

first step. When we were through with this first step, we
stopped the sentence.

Compare this with the old close-up sentence (word-pictures
3 and 4), which went like this:

# .. where the drops of water were producing ripples that
would move from the center to the edge one after another.”

Why the difference between this original version, and out
shorter sentence? Why do we stop at the end of the first step?

Because what was happening in that bucket was just too
complicated a process to be given to the reader at one time. To
be given to him in one picture, in one sentence.

Therefore, the simplest way to present this process (as it is

How To Write Simply 125 "

to present any complicated process) is to break it up into sev-
eral steps. And feed each step to your reader in a separate
sentence.

This is what we have done. We have taken the first step —

where the drops of water were producing ripples — and have given
it its own sentence: In the bucket, the drops of water were pro-
ducing ripples. | "

And now we are going to take the next step — that would
move from the center to the edge one after another — and we are
going to let it, too, have its own sentence.

How do we do this? In the same way we constructed the
first-step sentence before it.

There, we started the sentence with the phrase I the bucket
We used that phrase as a connecting bridge to the sentence ir;
front of it (They all stood fascinated, and formed a wall around the
bucket), by repeating the Picture Word bucket in both sentences

Andin this new sentence, we are geing to do the same thin g'
We are going to take the Picture Word ripples from our second
sentence, and we are going to start our new sentence with it

Like this: |

“These ripples would move . ..

%0 we now have this almost-complete thought sequence:

“They all stood fascinated, and formed a wall around the
bucket. In the bucket, the drops of water were producing ripples
These ripples would move . . .” '

(Notice the two Picture Words repeated from sentence to
:122;?1};: ;};it )were n.ot in the original version. I have italicized
t 1113ut there is still one more detail to clarify. We still have to
¢! our reader exactly where the ripples are going to move

The old version does not do this sharply enough. As y-ou
rel:lember, it gave the reader only this information:
othéf,"'womd move from the center to the edge one after an-
wi&utt ;lens image 15”still slightly blurred. It still leaves the reader

: question: “Move from the center to the edge of what?”

o we add of the bucket. And get:
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¢ would move from the center of the bucket to the edge,
one after another.”
And now our reader sees a complete word-picture. A sharp
word-picture. And there can be no misunderstanding.
Sg that's it. A complete simplification procedure. Done by:
1. Separating overcrowded word-pictures into smaller, and
therefore instantly understandable, units,

And

2. Connecting these new sentence-units together with all the

Connecting Words, and all the reinforcing Picture Words, they
need.

Of course, we dom't want to write overloaded senternces in
the first place. The whole goal of this book is to get youto /
write simple, understandable sentences from the very start.

But there is always a tendency, in all of us, to try to crowd
too much into our sentences. We do it without noticing it.

And we do it at one point in oux sentences especially. And]
think we should pause now, and examine that “Overload
Point,” so we can help to avoid it in the future.

As you have seen in the example above, there is a tendency
iny all of us to overload certain Picture Words. The rule for de-
tecting this overloading is simple: _

We overload a Picture Word when we try to make it part of two

“word-pictures at once.

Just look at the original sentence again:

*They all stood fascinated forming a wall around the bucket
where the drops of water were producing ripples that would
move from the center to the edge one after another.”

Here I have italicized the two overloaded Picture Words for
you. Can you detect the feeling of “breathlessness” they give
the sentence? A feeling of somehow running too far without
stopping, and exhausting both your own breath and your

- listener’s mind?
Let's see how each one of them, in its turn,

ing of breathlessness:
The first of them, bucket, is used here as part of two word-

pictures: Forming a wall around the bucket .. . and (the bucket)

causes this feel-
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where the drops of water were ing ri
: ‘ producing ripples.

Bxcllt it can’t do both of these jobs at once. The shift from one
word-picture to another is just too fast, and too poorly marked
out by Connectors for the reader to be comfortable with i
Thus, the breathlessness. .

And so, we've stopped the se

S0, ¥ ntence at the end of the fir
word-picture. And thenr new
o epeated In the bucket to start our new

And so we have:

“They all stood fascinated, a

, and formed a wall ar
blucket.uln the bucket, the drops of water were ggcr:l'l ing
ripples. prosHene

But ripples is the second overlo i

Bl 5 is the aded Picture W
%I;hgmaflhveésmn, jf is used as part of these two Worgir—c}ia'igt{]u:?;

ere the drops of water were producing ri } )

g ripples . . . and
tﬁat u;ouid move from the center to the edge ofz?e after anothg:pfﬁsc;
t gre ore, our second point of misunderstanding oceus.
o we stop our second sentence after ripples. And we re'e eat
These ripples again to start our third sentence F
50 we have: .
“In the bucket, the dro
: , ps of water were producing ripple
These ripples would move from the center of the bucl%et I;pths.
edge one after another.” o
Do you see what we're doin
‘ . g here? We are simplifyi
lrssgjamlg. We are ta-kmg overloaded Picture Wordg aiyéq%[z
OVI;% t}éem- by using them twice, in two different sentences
" sjma?' Over again, we are using repetition as a connectin g
o i p Lfymg c_ie\@ge. But we are strengthening and clearly
i andg 1::}Lzealsu:;)retpetltzLokn with the proper Connecting Words
e 8t , to make sure the reader knows exactly how
30 let’s repeat our troubl
eshooter rule again:
If you try to make a Pic art
t .
oy yos s o ke  Pick re Word serve as part of two images at
{Cf)f, thﬁ phrase it differently:
you find that you've written '
. ’ a confusing sentence, first
wether you've overloaded any of the Pz’ct:ﬁe Words 1)?3 if.ﬁnd i
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If you have, end your first revised sentence with that Picture
Word. (This fits right in with your first rule of simplification: To
make an idea more simple, break it up into a number of short sen-

tences.)
And then start the niext sentence with a repetition of that Picture

Word, plus the proper Connectors.
(Once again, this fits right into your second simplification
rule: Use as many Connectors as possible to link up those sentences.)
S0 that's our troubleshooting rule, Let’s look now at an-
other example, and see how it continues to help us simplify

fast and accurately: _

“Byery day when they came back from school the four older
children would play outside in the garden if it was pleasant
and indoors when it was raining or too cold.”

This example, again, is from a children’s book. Again, our
first step in simplifying it is to pick out the images in it, and
number them. Like this:

#(1) Every day when they came back from school .. . (2) the
four older children would play . . . (3) outside in the garden if
it was pleasant . . . (4) and indoors when it was raining or too
cold.”

The big problem here, of course, was where {0 close off the
second image. At first glance it seemed that this image should
be: The four older children would play outside in the garden.

But this choice leaves the next image, if it was pleasant, hang-
‘ing in mid-air. And, most important of all, it overloads the
Picture Word play. Because it makes play serve in two images:

The four older children would play, and (would play) outside in the
garden if it was pleasant.

So, the sheer task of separating our images points out to us
immediately the overloaded Picture Word in this sentence
(play). And gives us the clue to making it as simple as possible.
Like this: :

Simplification 1. Every day when they came back from school 15
perfectly clear. So we leave it alone, and go on to our next
image. '

Simplification 2. The second image is: the four older children
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would play. But we now know that i
ul . play is overloaded in th
original version. § ' i ;
or rg; o we end the first revised sentence right
And we have:
“Every day when they came back fr
older children would pla?f.” ¢ from school, the four
Perfectly clear so far. So we go on to;
Simplification 3. This starts with o hird
: th . . ’
I A ur third image: outside in
We want, now, to convert this image i
s _ ge into a complete sen-
tence. And we want to start it with a repetition of Itjhe reg—
ously overloaded Picture Word, play g
- 50 we simply add the condensin C
this second revised sentence: B onnector fey and get
They would play outside in the garden if it was pleasant.”
' Szmphﬁcattgn 4. And now we go to the fourth image: anld
indoors when it was raining or too cold 5
Here we have two choices. First, we '
. ’ - First, we can simply make this
image mnto a sentence as it is. Then th
sequence would read: ? complete thought-
“Every day when they came back fr
. om school, the four
;ﬁsz rn}:l;fﬂictlr‘frgsw?uld play. They would play outside in the
gacden i pleasant. And indoors when it was raining or
Here, sentence structure e i
_ ) xpectation serves as the connec-
txog between the second and third sentences. It is certain?
unT erszﬁjndable. But it is not as simple as it could be ¢
0 add greater simplicity to it, we would o a
te ’ nce again-
:{l;oeu?;me repetition that we used in the second sentert?c;?f;;e
Y piay. Thus, we would have the following com lety
gught sequence: pee
chﬂg:s;y day when they came back from school the four older
it ;}fg;l;in[glegfﬁ ghtﬁy would play outside in the garden
it o o coid,” ey would play indoors when it was

And that's all there is to it. A simple procedure that pro-

. ..é]_'_l..ceS___S_impl_?_f@_r__l_terICes.
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7'l give you several more examples of this procedure in the
exercises for this chapter. There, you can put the procedure to
work for yourself. And, once you've got the feel of it, you can
then go on to use it to correct your Own confusing sentences
as they come up. .

But one extra caution has to be added here. This procedure
will work only if the thoughts in the original sentence are in
the correct logical order to begin with.

If, however, the original sentence has several images in it,
and the order of those images is all jumbled up, then your first
step has to be to put them back into correct order.

Only then can you separate the images . . . find the over-
loaded words, and unload them . . . shorten the sentences so
they contain only one or two images each ...and putin the
proper Connectors to tie them all together.

Another example is called for here, to point this out to you.
This time, let’s leave children’s books behind, and furn to one
of the most difficult subjects ever conceived by the minds of

humans — economics.

This is a sentence from a book on economics, written for the

average person. Let me emphasize that it is not a textbook. It
is meant for the average person, with a layman’s knowledge

of the field.

Here it is:
4 After the 1929 crash, the business community, President

Hoover, and state and local governments failed to distinguish
between the money panic caused by the stock market gam-
bling and the strains created by the structural weaknesses in
the real basic economy; and most particularly, they failed to
comprehend how deeply depressed wages and salaries were
in relation to output potential and the inadequacies of con-

sumer credit.”
Yes, this is a single sentence, published in a book for the

average reader. Its author is a vastly educated man. Yet he has
put at least nine different abstract images into this one sen-
tence, with only one real road-sign Connector to show his
reader how they are related.

Sull industrial output,
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“And, equally bad, he jumbled u i
’ p the order of these ima
tso Eadl}}:‘ t}ﬁat you can’t tell which of them is the most imp%i?
ant, which causes which, or even what h i
e e at he wants you to think
So, if you had written this sentence
: , your first task now wo
be to go over these images, and put them in the right o‘?;i;‘id
?nd you would do it something like this: '
irst, you would identify what the sentence i i
is reall
about. As far as I can tell, it seems to be this: #resly taking
° iI'hat the 1929 crash produced two economic prob-
ems.

¢ That none of the national lead i
oroblon ers recognized these
* And, specifically, that they didn’t recogni i
ous these problems were. Bize how seri-
This is the logical order of the thoughts in the original sen-
tence. Once you rephrase it this way, it makes sense. One part
follpws another. And you are now ready to “flesh out” this
logécal skileton with the details themselves.
ere’s how one final version would look. Read it th
Eli)mpare 11tfl to the original, and then we'll see why werglfcﬁz
e simpiifications that we did. (I've italici
oot o v id. (I've italicized the new ele-

“After the 19 ' ' /
ity 29 crash, there were two basic problems facing the
First, the money panic, which h
, ) ad been ca 7
market gambling. et by the SfO_Ck
X Agd. second, the downturn in production, which had been caused
y Bt e struct“urla_l weaknesses in the real basic economy.
- gﬁﬁ; zgerxnncaé But the business community did not dist-
1sh between them. Nor did President Hoo '
state and local governments. ver. Nor did the
. Because of this failure in vision, none of these three powercenters
mpreﬁended the seriousness of the fwo main structural weak-
esses in the real basic economy. They were: |

That wages and salaries were now foo far depressed to allow
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And, equally serious, that consumer credit was no longer ade-
quate to finance this full output.”

So one sentence has been simplified into eleven. At least
twenty connecting phrases have been added. And the thought-
flow has been made far more understandable.

Once again, let’s examine exactly what happened here, step
by step. Let’s see exactly how each simplification was created:

Simplification 1. Our first problem was this. The author did
not tell the reader, at the beginning of the original sentence,
what the sentence was going to be all about.

Thus, the reader was plunged right into a mass of detail.
And had no way of knowing which part of this detail was most
important.

So our first step is to give the reader an introduction. To
signal in advance the content of this thought-fiow, before we
actually develop it.

We have done this with our first revised sentence, most of
which we created ourselves:

“ After the 1929 crash, there were two basic problems facing the
country.”

Here we have used the road-sign phrase therewere. We have
used it to signal the reader in advance about the identity-
relationship between the two basic problems in the first sen~
tence, and the detailed description of those problems in the
second and third sentences.

Simplifications 2 and 3. These problems were, as you remem-
ber:

“First, the money panic, which had been caused by the stock
market gambling.”

“And second, the downtumn in production, which had been
caused by the structural weaknesses in the real basic economy.”

Notice how these two problems are tied in even more closely
to the introductory sentence by the use of numerical order. Thus,
the first senfence says “there were two basic problems.” And
the next sentence says “First, the . ..” And the next sentence
says, “And second, the .. .”

Notice also how the connecting phrase which had been caused
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by is repeated in the second and third sentences, to tie them
even more closely together.

And notice that we have added the downturn in production to
the third sentence. This was the real problem caused by the
structural weaknesses in the basic economy. But the author
did not specifically name it until the end of the original sen-
tence, where it was too late to be understood. So we have
added it here, where it should go.

So now we have the first three sentences closely tied to-
gether. In them, we have told our reader that there are two
main problems. And we have gone on to name them.

Simplification 4. And now we want to leave them behind.
And go on to our next core idea — that “the business commu-
nity, President Hoover, and state and local governments failed to
distinguish between them.”

But we want to make this transition in a perfectly clear way.
And the first step in doing this is to signal our reader that we
are going to leave the two basic problems.

We do this with the summary sentence: “Both were criti-
cal.” Here we use the condensing Connector, both. And then
combine it with were critical, to give the reader one last back-
ward look at their seriousness.

Simplification 5. And now we want to move on to our next
core idea: The failure of the nation’s leaders to respond to the
crisis.

We make this transition in the next sentence:

“But the business community did not distinguish between
them.”

This sentence starts with the road-sign Connector but. This
tells the reader that our thought is changing direction. And
then we shift focus into the business community did not distin-
guish between them.

Once again, this is a new focus. It is concerned, not with the
problems themselves, but with the leaders’ reactions to them.

The reader’s attention is now directed on to this new core
idea. But we still tie it in to the first main thought once more
by the use of the condensing Connector them at the end of this

contanrao



134 THE BRILLIANCE BREAKTHROUGH

m one core idea to another has first

Thus, our transition fro
Then accomplished. And then tied

been signa]ed in advance.

in both front and back.
Simplifications 6 and 7. Now, in the next two sentences (Nor

did President Hoover. Nor did the state and local governments.),
we leave the first core idea completely behind us. We are no
jonger concerned with the problems at all. We are, instead,
focusing entirely on one reaction after another.

Here we slice up the sentences even smaller. We slow the
pace. We let each reaction stand out bluntly ina separate sen-
tence. \

And we connect these three reactions together by two Con-
nectors working at once: By the Connecting Word ror. And by
repetition in all three sentences of did.

Simplification 8. 30 now Our reader has the basic problem,
and knows the leaders’ reactions to them. Now we want to go
on again. We want to bring hirm into closer focus on the two
main reasons for the downturn in production.

This is our third core idea. And we make the transition into
it the same way we did before — step by step.

Our first step is to signal the reader that we are going to
leave the second core idea. We do this in the first image of
sentence 8. -

“Because of this failure in vision, none of these three power cen-
ters comprehended the two main structural weaknesses on the

real basic economy.”
The italicized part of this sentence summarizes our second

core idea. It waves it goodbye.

It then leads directly Into the two main structural weaknesses
in the real basic econonny. This is the reader’s introduction to the
next core idea. It tells her that we are now going to take a
closer look at these two main structural weaknesses.

Simplification 9. This reinforces our introductory-signal with
the next connecting sentence: They were:

Simplifications 10 and 11. And then we have, in the last two
sentences, the two reasons why full industrial output was now
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'*;That wages and salaries were
1ow full industral output. ere nowrioo far depressed to al-
And, equally serious, that con j
_ ’ sumer '
adequate to finance this full output.” ctedit was no longer
These sentences are connected-
to the precedi
thought by the Connectors That and And tﬁat.c';i]enga?; ::V o
nected to each other by the connecting phrase in thy ! on-
tence equally serious. e lastsen
And they both feature, once agai
th ; , gain, an expansi
iuz}éc;r 5 Lhoug}}:t. So that the reader has as mugh d;;rill g; ;22
eeds, when she needs it, t .
e e o thoroughly understand what the
This, then, is the simplification i
‘ n, of this completel i
pu}ce? of writing. I hope it helps prove one th?ng toy;c?tlll'fusmg
nott 12 I;Of' subject matter that causes your reader difﬁcul"fy Itis
I ima i '
not C}; ges or your Picture Words, no matter how ab-
Difficulty is caused by mi i
et y misuse. It is caused by these four kinds
First and foremost, by f :
B . by the misuse of Connech
ting into your sentences the right Coinectors ECS agiif 1110,[ PUt_
number of Connectors. the right
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: . nee. thus by makin
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inally, by leaving out nece
erder v ssary facts. By not giving your
iy Tyt ﬁng he has to know to understand you immedi-
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p ﬁ?ﬂffh?mfcgy — when you do the followintg;- canbere
right Connectors. And the righ ‘
o OneL e right number
0 ;élfvw E'Ivery relationship between your%ﬁciure Wofﬂffscomecmrs
Vever et_ ..:‘ft___P_IEfurg Word dogzore than one job at a tz'n%e. Shorten
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our sentences. Repeat overloaded Picture Words. Put in all the
necessary details. And get them in the right order.

These, then, are the fundamental working rules of simplifi-
cation. Using them, you need never write a difficult or con-
fusing sentence again.

And now let’s elaborate them a bit. And examine some sim-
plification structures that put them to work. And that help you
in your own communication.

These simplification structures are really patterns of Connec-
tors that have evolved out of our language as it has been used

over the centuries.
They are ready-made ways to arrange yout images, so that

your reader can most easily absorb them.
Here are some of the best of them:

1.  Normal Sentence Structure.
This is simply the conventional sentence form -— the

form in which we all prefer to receive our information. It
consists of an actor . . . then an action or identification . ..
and then usually the person or thing acted upon or made
identical. Its two main forms are:

I hit Harry, And

He is a bastard.
The more closely you follow this normal sentence struc-

ture, the easier it is for your reader to absorb your thought-
flow. But, as we have just seen, there are two ways to
violate it that automatically cause difficulty for your reader.

First, you can overload it. Squeeze too many details into
it.
And second, you can condense it. Omit necessaty de-
tails from it.

We have seen how to correct both these violations. You
will have much more practice in doing this in the exer-

cises that follow.
However, the point I wish to make here is this: Normal

sentence structure is the easiest way for your reader to absorb
your thoughis. Therefore, most of your sentences in any
discourse should be packaged in this form,
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2. 11':;Vcht:Jafrizsion of Normal Sentence Structure.
o ete rit i{;cou'ntered this simplification structure in
Sentgncg stm h}fu $n1ember, it starts with the normal
cture. Then splits off the last ph
sentence . .. and repeats its stru i D ot
: cture in as many continu-
Ing sentences as are needed to make a sen’esyof oint
completely clear. pomes
For example:
gow it makes sense. Perfect sense.
I )
You cansee it, Smell it, Taste i
' . lasteit. ' ] '
oo it. Touch it. Draw it. Show it
You can make this i i
s image-expansion with any pa
:ll:s Zilziter;ii you wish. It can be a single Picmre}{/\lf)orrgl th
‘end ot the sentence. Or a connecting phr
entire sentence outside of the first word.g phrase. Orthe
YOIIE f?rlgscefﬁf’ you taﬁe the structure you have set up in
ence, and carry it over into a serfe
) ! : sofsm
rel?iiorcugg, and expanding follow-up sentences. e
- These follow-up sentences give you several possible ad
vantages to choose from: h -
te:cigs;t,Tthgy allow you to vary the length of your sen-
 fences. d0 reak up a monotonous sentence flow. To build
fead n va}netj,f into the type of sentences you feed your
er. (We'll see several examples of this in the next
oS \ hene chap-
tellst?ginoc::l gllley aI]oxr: you to concentrate your reader’s at-
: important point. Short sente '
phasis to individual details. Y oo, Crves hor
8. Your reader stops, Gi
complete attention to each detail. Di iy
etail, Digests i
be%e she goes on to the next. gesta t thoroughly
impoﬁc;h tth;giili%v youto “walk your reader around” that
oint. 1o examine it from every angle. To gi
gfn rI;la_ny remfgrcmg examples as you wri);h. (g” ' (;egc“z{te
;n :jtf Taste it. Touch it. Draw it. Show it on movz:eﬁfm ”j
. ourth, they lead directly into the next simplifice
on structure. Which is: P
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3.

Repetition of Key Phrases.

This is simply the carrying over of a key image or phrase
from one sentence to a second, and then perhaps to a
third, fourth, and so on. But each time the phrase is re-
peated, it is also expanded. So that each time the reader
gains more information about it, at the same time that it
is kept constantly in front of him.

For example, from Chapter 1: _

“There are Picture Words that show us things. Ship.
World. Betty . ..

There are Picture Words that show us actions. Hit.
Sleep. Run. ..

There are Picture Words that show us colors. Red.
Green. Orange. ..

There are Picture Words that show us size. Tall. Fat.
Long. ..

There are Picture Words that show us details of other
pictures. Torn. Embroidered . . .

There are Picture Words that show us feelings. Joy.
Hate. Love ., ..”

And so on. Here, almost the complete sentence is re-
peated. This is done so the reader will understand that all
the classifications, and examples, are all simply divisions
of the core idea, Picture-Words.

But you can also use repetition to detail a process. To
show its development. To expand it step by step till the
reader sees it from beginning to end. Like this:

Now, once again, what we do with these Picture Words
and Connecting Words is this: We put them together.

We put them together to tell other people our thoughts.

We put them together into those larger units of thought
that we call sentences.”

Here, the process of putting words together is run through
from beginning to end for the reader. It starts with the
two types of words themselves. Then it shows how they
are put together into thoughts. Then it shows how these

thoughts are divided up into logical units called sentences.
Ruit thicie a cnmnlicated nracecs. In fallowing it through
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to the end, the reader might lose the original thought.
We carry that original thought along with us through ev-
ery step in the process — through repetition — so she
can’t possibly get lost.

One last point: As we have already seen, repetition is a
vital tool in eliminating overloaded sentences, and over-
loaded images.

This point deserves an additional example here. Let's
say you are writing a report. In it, you have the following
sentence:

“We must be able to detect, in advance, the Turning
Point, where a beneficial process becomes suddenly and
invisibly harmful.” _

You can see at once that this sentence is overloaded.
Why? Because it contains both a rule (We must be able to
detect, in advance, the Turning Point), and a definition (where
a beneficial process becomes suddenly and invisibly harmful).

And you also know exactly where the overloading oc-
curs. With the Picture Word Turning Point.

So you decide to stop the sentence there after Turning
Point. And use repetition as your simplification device.
Like this:

“We must be able to detect, in advance, the Turning
Point. The point where a beneficial process becomes sud-
denly and invisibly harmful.”

Dependent Sentence Structure.

These are sentences that signal the reader, with their
first word, that they are going to have at least two main
parts. And that the first of these parts will be dependent
for its full meaning on the second.

In other words — to review again the material we first
touched on in Chapter 3 — dependent sentences have this
sort of structure:

“If you touch me, I'll scream.”

“When you go out, close the door.”

“After the party, we had a drink together.”

“Unless I'm paid by tomorrow, I'll sue.”
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The reader is signaled that he is encountering such a
dependent sentence by its first word, Some of these first-
word signals are: If ... When ... Unless ... Before ... Af-
fer. .. and so OxL.

Such dependent sentences have existed in our language
since it was born. They are therefore automatic, natural
language devices that show two main types of relation-

‘ships:

Time (Whern . . . After. .. Before . . . etc).

Cause and Effect (If. .. Unless. .. Because . . . etc.).

They are therefore additional tools for you to use in
simplifying your thoughts for your reader. But there are
certain rules for employing them most effectively. They
are:

First, keep them simple. Don't overload them so much with
images that one blocks another.

Here’s an example of such overloading:

“If you go down the street and turn the comer and wait
fifteen minutes, and still don't get the go-ahead signal,
then come back here and ring the bell three times and
wait for me to come downstairs and tell you what to do
next.”

This is pretty simple language — very visual. But it's
still almost impossible to understand, or to remember,
because there are no pauses in it. The listener can't stop
between images, set the first step in her mind, and then
go on to the next.

Here’s how it should be rewritten:

“Go down the street. Turn the corner. Wait fifteen min-
utes. If you still don’t get the go-ahead signal, then come
back here. Ring the bell three times. And wait for me t0
come downstairs and tell you what to do next.”

Which leads us to the second rule for handling these
two-part sentences effectively. It is based on the fact that
any one of these signal-words (for example, Ify setsup @
question in your reader’s mind.

__That guestjon is this: What will the second part of the

How To Write Simply

141

sentence be? (If I do this, what wi
t 1 do this, will you do?
your re'ader can’t make sense of the first part ())fTherefore,
tence till she knows the second part youtsen-
Therefore, she rushes throu he £
, gh the first part to d
the ;econd. Aqd therefore, you should mage that ﬁriiovewr‘
as snort as possible, so the whole sentence becomes as o ot
as possible. o simple
You have seen how we did this i
id this in the exa
:}:fe remtoved all the detail we could from then;ig;? Szgvgf
€ sentence — the If part of the sent i
we reduced this first, introduct o shom 2y
] ’ 0 r
simple an image as possible. Y perioas shottand as
Thus, by so doing, we
, by s got the reader through th
pf thi sentence as fast as possible. And therefgre ggi ﬁiﬁ
mnto the second part, the payoff part of the sentence soon
enough so he wouldn't forget the first. a
1830 our two rules so far are:
on't let one dependent ima
ge block another, An
Keep the first part as short gs possible, !
}I;JOW there’s one last rule:
ependent sentences are fairly self-contas
‘ fces are fatrly self- ned. They concen-
ft;e;fge on relationships within the sentence itself, A};‘ld thceiz-
are not too concemned with relationships with tl
sentences before and after them. *

So you must make sure that they have an extra Connector

within them, to tie them in to your overall sentence flow.

Egere’s'how we did this in the example above:
o down the street. Turn the corner. Wait fifteen min-

utes. If you sl don't e )
back he};e L on't get the go-ahead signal, then come

The Connector, st ties the two-part sentence into the

rest of your thought flow. ]
; . Just as eve .
must be Hed into that flow, ery sentence you write

Th S
ese, then, are our sentence-structure simplifications:

T
he normal sentence structure. The expanded sentence struc-

ture. The repetition of k '
ey words in the expanded sentence -
ture. And the dependent sentence srmiﬁpurea e
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5.

6.

Each one of them can be used to make your thg)gigh.ts
more readily available to your reader. Thgzy ared tLll t-in
simplification structures that your_realder is used to, ex-

and will understand immediately. »
pef\tgv:?et us look at a few others, that depend on differ-
ent, but equally accepted, structures of though and com-

munication:

Order. ) |
;‘T}tg:?:rsimply the use of numbers to tell your reader:

First, the order of a series of relatt;d thoughts. And sec-
! ther.
 the fact that they all go toge |
OHIC: uses asits ready-made Connectors the numerals (1. ..
2 . 3...4...etc), or the words that represent these

First ..., Second . .. Third .. .letc.).. N
nu{‘nh?;ablzo(k is filled with exammples of this device. There is

no need to give another here.

ime Order. ‘ . ]
Tﬁgis the most commonly used device of both instruc

Hion and narration. Here, you-simpl@ wﬂtgtyglc;ir jsc;ci?-lx;sr;n
j i ou €l
e order in which they happen. ;
’lcahers to represent this order. Or you use Connectors like
tc.
.. then. . .next... after... ek o |
andzﬂdl instruction should be organized this waylll T&kf;lf
step by step. Give each step a different paragraéa '1( 12) ™
ber them if necessary. And make sure your reacer xi
how each step is tied into the ne ' |
This time order, in fact, is so powerful that it canc‘;)e ;13;(;
to organize entire books. Almost all old-fashioned n
sed it this way. o #
’ It is one of the great simplifying, apd thereif{are.t%rfﬁe
nizing, devices. This is because it fits in 50 we “Eat i
way things happen in the real world. And té-lat s what y
should always try to make your language Oﬁ .
Two cautions in using it, however: _Flrst, when yh tb o
the time sequence, tell your reader 1; a.dva!nii t tz; , 2’
| i j ard-signal, like this:
e poing to do so. Give her a forward- : N
" ”%hergare“six step necessary to build the wing. They

ST TR B
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Then, when you have finished the time sequence, once
again tell her that you have done so. Like this:
- “Now you have built the wing. You are ready to move
on to the landing gear.”

And at the same time {as [ have done above, with You

are ready fo move onto) connect this sequence to the next
sequence.

7. Space Order,

This is another ready-made simplifying device, corre-
sponding to the way things are in reality. But it is far less
effective than fime order, since it has far fewer applica-
tions.

It consists simply in describing things in the same or-
der that you would see them. What it does is organize
visual order for your reader, just as time order organized
tenporal order for him, Like this:

“The rald picked up five men, who were now lined up
side by side in the station. The first was a Mexican, about
forty, medium height, a scar on his left cheek. Next to
him was a Caucasian who might have been sixty, but
looked a hundred. And to his right was . . .”

And so on. Again, it helps to think of your words as a
movie camera for your reader. You are panning from left
to right. As long as you keep this sequence, he follows

you easily. You are predictable, and therefore simple.

Forward-Signaling. : :

Notice, once again, that in using both time order and
space order, we first signaled our reader what was about
to come.

This is called forward-signaling. It serves two functions.
First as a road-sign, to tell him what direction your thought
is about to take, And second as a presummary, to tell him
how extensive that next unit of thought will be.

Here is how we fulfilled both these functions in our
time-order example:

“There are six steps necessary to build the wing. They take
Place in this order:”
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First, we used the forward-signaling Connector There
are. Then we named the number of steps we were going
to éive the reader. Then we told her what these steps

1d accomplish (build the wing). o
W(Z;Jnd then gave her a second forward-signaling Cop--
nector, in this order. And then we used thc_e forward-}sllg
naling punctuation mark the full colon. This shoxzyed er,
once again, that what was to follow was equal to its sum-

ary, which had just been given. o
" Trl?lrere are, of course, many forward-signaling Connee
tors, and connecting phrases. Some of them are:

Like this . . .

As follows . . .

In this way . . .
Let us look at a few others . ..
Now let’s put them into action . ..
Plus any ?orward»signaling uses of are. Such as There
... They are . . . Some of them are . ..
anjémd reriyember, your forward-signal is most clear when
ou do this: Name the number of elements to follow. And
gell your reader what it is that all these elements are parts
of. ’
. Summarization. . . |
i %ﬁs simplification structure consists of doing the same
thing at the end of a thought-sequence as you did at its
inning. . .
begl\fheregat the beginning you signaled the reader'm ?]:Cli
vance about the sequence, at the end you summarize the

sequence for him. _ N .
cIl{ere is the example we used in summarizing our im

order: ' |
“Now you have built the wing. You are ready to move o1

ding gear,”
tO ;?rzgaxie s‘gl’gg;aled the reader that the sequber'}cteT‘g:rS1
through by the connecting phrase Now y/ou havé (;;ze LD o
we identified again what he had accomplished (t7 e
Then we connected this sequence onto the nex
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quence with the connection Now You are ready to move on,
And then we named (forward-signaled) the next se-
quence ~— the landing gear.

Other summarization Connectors, and connecting
phrases, are:

These, then, are . , .

S0 there we have . , |

~ Sowe now have fwo types of ...

And so on.

So there you have them. Nine ready-made simplifica-
tion structures, to make your thought easier for your
reader.

To these, you add the few simplification rules you
learned at the beginning of this chapter. And you should
be able to build into your thought-flow any degree of sim-
plicity you wish.

You should be able to make every sentence in that flow
80 simple, in fact, that your reader understands it the in-
stant she encounters it.

That means that you have done the work of under-
standing for her. In advance. So that the connections are
built in for her. The relationships are clearly marked out
for her. And she never has to stop and go back to find

them out for herself.

~ This is simplification, Tt is probably the most valuable
characteristic you can build into your communication. But
it is not the only one. There are other characteristics of
good communication, of good grammar-in-action, that
you should strive for,

And we will now see how to accomplish them, one by
one,
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Exercises and Applications
for Chapter 6

In this chapter, you learned how to write a simple sentence.
Now you will prove that you can do it.

You also learned how to simplify sentences that somehow
came out too complicated. Now you will prove that you can

do this too.
In these exercises, fill in the blanks or circle the correct

choices.
Let us first review the rul

you remember, there are, essentially,
The first of them is this:
1 To make an idea more simple, break it up info a num-
ber of (short/long) sentences.
2. In other words, the
pler it is.
3. Simple sentences are sentences.
4 Therefore, to express a complicated idea to someone
else, your first step in making it simple is to break it up
into a number of sentences.
5. Even dependent sentences (for example, “If you touch
me, I'll scream.”) should be kept as (short/ long) as possible.
6. So that's the first rule to help you write a simple sen-
tence. The second rule is this:

To relate the images within that sentence, use as many
(Connectors/details) as necessary to make sure that you
reader understands those relations. '

7. And, to link up one sentence to another, use as many
as you need to make sure that your reader un-

tences relate.
nd ideas by

es for writing a simple sentence. As
just two of them.

your sentence, the sim-

derstands the way these two sen
8. You relate Picture Words, and sentences, a

using .
9. Your reader can't tell how the parts of a sentence g0

together if you don't give him the right
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10.  Andyourreader can’tt
: ell how two adjoini
. g-oﬁtogether if you don’t give her the ﬁgjl'?;nmg Pentences
11. 30 you make sentences simple by first makin t.he
o and then by putting in the right v
.you ggé ?;l(;etl}ll you lusg} E number of sentences together
. : er rule. That rule has to do wi ’
in ;//vhlch you place these sentences. Wit the order
ou want to place i '
o place your sentences in (fogical/random)
13.  Youwant these sente
nces to start at the beginnin
f;fcat th!e end. So that _if you had to numbegrltheség fsirrll(-i
1 ezs, }0;1 could (logically/arbitrarily) number them
T - 4...and so on, right to the end.
. e ¥, for example, that you are telling someone how
foto Stg s%me:hmg. You are trying to show him how to
P by step. You would
do it step L wor naturally want these steps
15. thgslgzs 1f:;ans tcl;alu.’: you would want to be able to number
e steps, and have your reader a i
: ‘ : gree with that num-
Eﬁ;ﬁgjﬁBeciuiE the process of numbering is one ;al;ncl)f
whe
check g er or not your thoughts are in
6. So we now have t
e three rules for simplici
plicity. Kee
f;?;?;ierse T Use all the . tyyou nlze)gntg
ader the relationship be
Th’rhose sentences in cf)rdefw centhem. And place
b ;t S qurdthgory. Now let’s put it to work.
Sentengzn E;[e o it, of course, by asking you to write a simple
. we"r : cause you never write just one sentence at a time
chort dhees gomg.to ask you to write a stream of sentences al
thing. o ukrse. L:}Iie everyone else, you're an expert at Somfe
. N i .
e ow how to do something better than anyone
Tt me i
ngs bgf:nb‘{i};%% a caée. (i)]r béilding a mode! plane. Or fix-
w. Or a hundred other thi
g ed other things.
Y.case, you know how to do it. You know ho%v to do it well

dIw;
LI Wantyou to show someone else how to do it here.
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Here’s how you're going to do this: You're going to break
that job down into steps. You're going to write a separate sen-
tence for each step. And you're going to relate each sentence

next with the proper Connectors. ’
tO {’1(13?1 don’t have to wpvrite the full set of instructions here. "Ihat

long. So Jet’s just take the first five steps.
Woflilalecrlntzlr(r?;gi l?regak the jo}b down into such simple steps th%t
each one of them can be stated in a single sentence. Ithdoesn ;
matter how many steps you use. What does matterist att eac
step be simple enough to be understood the moment your

der sees it. . _-
1‘616}7. " So now you're ready. Let’s start with a forward-signal-

i hese steps are
sentence to tell the reader what all t ! ]
lgrz)ging to accomplish for her. And then let’s go into the

teps themselves. o
S e\%rite your forward-signaling sentence here. Start it with

7
“Here’s how you.. .. *

18. Now write your first-step sentence here. Either you
- should number it, or start it with the Connector First.

19. Write your second-step sentence here:

20. Write your third-step sentence here:

21. Write your fourth-step sentence here:
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22.  And write your fifth-step sentence here:

Now check them. Does each sentence contain onlyone
step? Is that step clear? Does it have enough detail for the
reader to understand it immediately?

(If it doesn’t have enough detail, then perhaps that step
is too big. Perhaps it’s really two steps that you've tried to
crowd into one. Perhaps, therefore, you should split it up
into two, more detailed steps.)

23. Is each sentence tied into the next sentence with the
proper Connectors? Write these Connectors — all of
them — here;
Forward-signaling sentence:

First-step sentence;
Second-step sentence:
Third-step sentence:

Fourth-step sentence:

Fifth-step sentence:

Are the steps in logical order? Could you change the order
of the steps in any way, to make them clearer?

Ifeverything checks out, fine. You're writing simply and com-
pletely. You're transmitting a stream of images to your reader
in a way that he can understand them immediately.

Now let’s go on to another assignment. This time, we'll use
2 format that has less built-in structure than a series of hovw
to-do-it steps. So you'll have to add a little more of the logical
order yourself. _

This time, let’s tell someone a story, An incident. Some-
thing that happened to yourecently, and that you want her to
see as clearly as you did then.

Here, of course, the type of order we're going to use is time
order. You're going to be told how to place your sentences by

 the time sequence in which they occurred.
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Your introductory sentence here will probably start with a

word that identifies the time or place in which the incident

occurred. And then the other sentences will follow on an ac-

tion-by-action basis. ;

24, $o, right now, write a stream of six sentences, telling
your reader something that happened to you in all the

detail she needs to see it vividly:

5. Now let’s check again. Start at the beginning, and ask

yourself: -

Can the reader see each image the moment he reads
it? Do some images block others? (If they do, put them in
their own sentences.)

Is there enough detail in each sentence? (If not, add it.
And if the addition overloads the sentence, break it up
into two sentences.)

26. Does each sentence have the right internal Connec-
tors? Does it have the right between-sentence Connec-
tors? List them here:

First sentence:
Second sentence:
Third sentence:
Fourth sentence:
Fifth sentence:

Sixth sentence:
Does each sentence occur in the proper time sequence? Does
one sentence logically develop out of the sentence in front of
it? Could you number each sentence, and have your reader

agree with your numbering?
If all these questions chec

K out, fine. If, however, you've
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ovetloaded or overcomplicated
( any sent implify i
ing to the rules we'll review belox}x\fr. e simpifytaceord-
er;gzscoﬁs gg cl)g,dof cougse, with these sentence-stream ex-
. uld do explanation streams, and
: , reason-
streams, and persuasion streams, and documentati o
and all the rest. reon sheams
h'Bit we II get good practice in these in Chapter 10. And I
;t ;1:1 gvsv(;en::e provten, mhthese two examples, that you can now
entences together si
g o simply enough to be understood at
So, right now, let's move
on, and prove our second point:
That you also have the tocls at your command, right nci?rtlg
sm;phfyovgfr}lfoaded sentences when you encounter them,
0 simplity an overloaded sentence, o ; |
, OI a stream of -
loaded sentences, you use the same three rules we fisted gVel'
plus one more. seemove
z'gou %emember these three rules, of course. They are:
. Break up overloaded and overlong sentences tc k
them . ' O
28, Putinall the
they need tom i
between them perfectly clearj.f ek therelations
gg And make sure that they're placed in order
. These three basic rules have already been reviewed
N?:}V we add our fourth rule: .
ever let a Picture Word be pa
. rtofm
. oo at o pze P ore than (one/two)
. ( tlf you }}ave used a Picture Word as part of two images
» 5 gg;/mn;‘.z?ue) the sentence immediately after it g
: en (eliminate/repeat) that same Pi .
33 of the next sentence. eFicture Wordasapart
A . :
new}:;inptgrt; Cuel rll}ztnght to make sure that the
s es correctly to the one you just stopped
34. ]
" So you hever let a Picture Word serve as part of more
% ?fi}h image(s).
: autome?i you find an overloaded Picture Word, you
atically the sentence right there.
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36. Thenyou that Picture Word at the beginning

ext sentence. T
37 i g;et}ilose are our four rules. Now let’s put them to work.

i ipti tence, like this:

‘s start with a simple descriptive sen
Le"t‘;fsttear a few minutes they broqght out of the Zatgﬁea
pinkish bird standing on one leg just like the ones they
had seen at the zoo.” e centence ie
The overloaded Picture Wfqrd 11rtlt t 155 e g

. (I've given you the first letter a :

° All right (SIO wgnow know that bird is overloaded: io
% what dc;g wé do now? We ' the sentence right

ter it. | -
39 aﬂWrite the new, shortened sentence here:

40. Now start your second sentence by repeating that over-

ded word. Like this: ’ )
Ioa""I?l'le bird w standingon...” -
41. Now write the complete second sentence here:

42. And now write the two complete sentences here:

Are these two new sentences easier to understazd ;et;an
er is yes.
»? T think you'll agree that the answ |
t_hiilg ngcink youdl);gree that you now have thg kteljé tt’(;
® simplifying overloaded sentences like this one. Bu

it again, with this example: ' f
try.fllaa’gf;nbook it says that the delta of Egypt is r;‘;a‘iir;i cl}e

rich, good land that can have four ci'rops in oneye
in o we usually have only one.” "
- ggrecgﬁgggaded Picture Word in this sentence 1

1
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44,  So, if land is overloaded, we stop the sentence there.
Write the shortened sentence here:

46.  Now start the next sentence by repeating a variation of
that overloaded Picture Word. As one example, you might
start it by saying: _

“The ____ _ canhave.. ”
Or, you might start it by saying: -
“That Egyptian can have...”

47.  Write the complete second sentence here. {But I would
suggest that it would read better if you put a comuma after

year.)

48.  Now write the complete two sentences here;

Again, its simple to make your sentences simple! Your
first step is just to look for an overloaded Picture Word.

But not all overcomplicated sentences overload their
Picture Words. Some just go on too long. For example:

“The girls began laughing, pleased to have caused the
boys to be afraid of having lost them on their walk, but
slowly they thought that it would be more fun to be all
together and try to collect leaves, or stones, or any other
of the things they met on the way rather than to lose each
other.”

Here, again, is a real monster. To simplify this one,
therefore, we have to use a more deliberate procedure.
Like this:

49. * First, we number the images. I believe that there are at
least five of them. You may see more, or fewer. Why not
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rewrite the sentence now, and number the images at the
end of each one of them:

Now, here’s my version, to compare with your own:

“The girls began laughing, pleased to have caused the
boys to be afraid of having lost them on their walk, but
slowly they thought that it would be more fun to be all
together and try to collect leaves, or stones, or any of the
other things they met on the way rather than to lose each
other.”

Your version may differ from mine, of course. There is
no one right way to rewrite this sentence. There are, in
fact, probably several. But we can both agree that we can
do better than the original author.

So, where your points coincide with mine, follow my
version, Where they don't, follow your own. But be sure
that your new sentences read simply to you when you go
over them again.

So, following my version for a moment, we see that
Image 1 makes a pretty good sentence, all by itself. So we
end our first new sentence there. Write that sentence here:

50. Now, do you think that Image 2 would also make a
good sentence by itself, if you gave it a new beginning?

How To Write Simply 155 |

51. If your answer is yes (as mine would. be), how would
you start that second sentence? Would you use a con-
densing Connector to carry the image of the girls along in
that second sentence?

If so, what condensing Connector would you use?
T. :

52. Then you'd need one more word, after They, to con-
nect They with the rest of the original image. This word
should be the identity Connectorw___.

53. S0 now write your revised second sentence here:

54.. These are your first two new sentences. You made them
up out of the first two original images. Now go on to Im-
age 3.

Image 3 can also be made into a complete sentence,
just as it is. Write this sentence here:

This is fine as it stands. But if we leave it alone this way,
we do run into trouble with Images 4 and 5. Why? Be-
cause they’re out of logical order.

55. I believe that Images 4 and 5 are reversed. In other
words, that Image 5 should come before 4, rather than
after it.

Try it now. Write the images in a new order here. Write
them in order: 3-5-4: '

Doesn’t this read better? Images 3 and 5 just seem to
go together, They make good sense that way. Much bet-
ter sense than they made the old way.

So let’s use this new order. Once we do, our next deci-
sion is where to stop our third revised sentence.
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together .. ."

We've already experimented with it like this:

“But slowly they thought that it would be more fun to be all

Then we tack

images:
“" yather than to lose each other and try to collect leaves

or stones, or any of the other things they met on the way.”

Now, how do we combine all these images into simple
sentences? 1 think we can agree that 5 and 4 don’t go
together at all. In fact, they’re downright confusing if we

leave them together.

56.

B7.

proper punctuation mark between th

But what about 3 an

if your a

course.

ed on to the end of it the remaining two

d 5 in a single sentence? Do you
think that they would make a good sentence together?

(Yes/No).
nswer is yes, write that sentence here. Use the

e two images, of

58.

So now we have the following three revised sentences:

© “The girls began |
the boys fo be afrat
slowly they thought that it wou
gether, rather than to lose each other.”

nughing. They were pleased to have caused
& of having lost them on their walk. But
Id be more fun to be all to-

And we have only the lastimage, and iry fo collect leaves,
or stonies, or any of the other things they met on the way, 10

deal with.

This image cannot be converted into a complete sen-
tence without being changed. Why? Because it lacks the

roper Connectors
What kind of Connectors,
Here’s what I would suggest:

to tie it in with the other sentences.
therefore, shall we use’?

First of all, a cause-and-effect Connector. This Con-
nector should answer the question: Why did the girls want

to be with the boys again?
The answer, of course, is because then they

could al

How To Write Simply | ' ;
_ : 57

try "[1':}? collect objects they met along the way
o tl;: és éﬁgsliﬁmfl connﬁctléion between this last sentence
‘ at came before it. It
either one of two Connectors; b o be expressed by
t - Or it can be expres it
: se i
was in the sentence abov:.P by both of them, es
59. 8o this gives us our cause
-and-effect tie-in to th -
gencg that came before. Now we have to choose ae ssg-
egsxll;lg Qonnector to carry forward the image of the boys
" anS the girls. That condensing Connector is t ’
. S0 now you hfnve the complete last sentence minu
onl)}; one word. Fill in that word now: : *
“Because then they ¢ try'
to collect lea
Sosiiz;fs:, or any of the other things they met on the:izgfc:f
15 your complete simplification. It | :
first. But it was actually quite si o o
SR y quite simple, once you broke it down
. Ifeel that I sh:ould' calt your attention, once again, to a tech- |
n;que you used in this last simplification. That is the techni
0 Eiétecci’géwg Ij:vhen Images are out of logical order. e
e did this, as you remember, on Images
) ages 3, 4, and 5.
fEIYt/\tfhhaE theé{ were out of order, that they 1Lg;:rere 1‘tf_=vers;:—“::id5 e
o ; }I]Tla eyou feel this way? The fact that they didn’t inake
sense en we first read them. That and try to collect leaves, or
o ieot; any Ef the other things they met on the way blocked Ehe
Plenon ot it would be more fun to be all together, rather than

" lose each other.

The origi
e }_é(:l l:mgmal order of the sentences was wrong; therefore
- € ;i-agweffect relationship in those sentences waé
o tl%éy ‘ :)eu] ?;?1 abr;gi thte gullls had to join together again be-

n fo collect what they found
th% Eot gogether could they collect togetlfer. Onlywhen
et c?rrn EE of your sentences must make sense. First events
e sentzn gst. Second events must come second. The work;i
€s create must work in ¢

fhfl!fwftlarld thoy remme ork in exactly the same order as
It ;

* that written world doesn’t- work in the same sequence as
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the physical world around it, change its sequence. Change it
at the very place where it departs from the real world, This is
your key to simplifying your thought flow.

So, if images in your sentences seem jumbled up when you
reread them, try shifting them around to see if they come out
better.

I think we should look at one more example of this kind of
problem, because you do encounter it so many times. And
because it does look so bewildering at first glance.

Here is a real monster: _
“Some plum trees full of fruit that would be ripe very soon,

and some apple trees, with apples too small to be eaten, were

the trees he knew.”
This kind of reversal is fairly classic. It happens all the time.

And it's easy to correct.

You know at first glance that the logical order here is way
out of line. You know this because of your familiarity with
normal sentence structure.

In normal sentence structure, the first thing you see is the
actor of the sentence, Then the action. And then the things

acted upon.
Here, however, the sequence is completely reversed. So you

have to set it right.
61. You do this by first identifying the actor in the sen-
tence. The actor here is .
62. Then you pick out the action. The action here is

63. S0 the first two words of your revised sentence are:

From this point on, you have a number of choices. Let’s
number the images in the original sentence, and explore

them.
64. I belicve that there are three main images in the origi-

nal sentence. Write the original sentence here, and num-
ber the images:
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65. Here 1s my version;

andi{;f;; plun; treires full of fruit that would be ripe very soon
apples trees, with apples too small !
the trees he knew.” i o be caten, were
We started our revised sentence flow, of course, with
Image 3. Thus, we started with He knew, . . . Now wé have
to add some Connector between these words and frees
£ would suggest this first sentence: a
He knew some of the trees.”
Then T would use repetitio
‘ L Twor n to connect Image 1 to this
first revised sentence. What two words would 5gfou repeat
to start your second revised sentence? ;

- 6. Now write your complete second sentence:

Where_ c!id you stop that second sentence? At the end |
of E}-ﬁl original Image 1?7 Or at the end of Image 2?
~ Either is correct. Both are simple enough to b :
-stosod ;he moment they are first read. B fo be inder-
0 here are the two alternate complete tl
_f‘Hﬂ?(ws — in case you'd like to check them}:) e fhougnt
“tle knew some of the trees. He knew some '
_ _ plum trees full o
that would be ripe very soon, and some apple trees withﬁ; {fzuit
small to be eaten.” Or: / FPIe e

He knew some of the trees. He knew some plum trees full of fruit

 $hat would be ripe very soon. And he knew some apple trees, with

ap%ris foo small to be eatern.”

Sma_ue second version is more careful than the first. It uses
e C{:; ssn’rences. It repeats ke knew one more time. It there-
Peit e read, for example, by younger readers more easil
nan the first version. | ¢

DU, since the images here are so very simple, I believe that

~Version one will also do ve
1y well. It seems to be
- Sty‘}s: ’fhe style you wish to choose.  matter of
R will touch more deeply on this matter of style in the
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next chapter. But, for now, the important thing is that yoy
know how to take a jumbled monster like the first sentence,
and convert it into the kind of simplicity that both final ver-
sions represent.

So you have proved your ability to simplify. And you have
learned how to write simple sentences in the first place, so you
don’t have to use that ability except on rare occasions.

We could do many more of these simplification exercises, of
course. But the same rules apply in all of them. And you use

them in the same way.
And, most important, the best practice is always your own

writing. This is where the payoff comes. And this is where you

should apply these rules, over and over again, until they be-
come automatic.

The goal, as I've said before, is this: To plan two or three

sentences ahead, before you speak them or put them down on
paper. To simplify them in your head before you write them.
So you get them right in the first place. And revision is there-
fore unnecessary.

After a while, you'll be able to “feel” an overloaded sen-
tence forming in your mind. Just as a tennis player “feels” when
she’s out of position for the next shot.

And you'll be able to stop that sentence short, and pull out
that overload, and regain your flow of simplicity. Just as a top
tennis player flows back into correct position before her oppo-
nent can make the next shot.

And, once you get the hang of it, youll find that writing
simple sentences is far easicr than writing complicated ones.
Why? For two reasons:

* Tirst, because you're forced to make your thoughts sharp.
Long, sloppy, overloaded thoughts just won’t work when you
want to write simply. To simplify them, you have to sharpen
them. And thus you, yourself, see more clearly what you really
want to say.

And second, because you have to keep your thoughts in
logical order. They just can’t wander all over the place any
mare S0 vou use the logical structures that our language has
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evolved over the centuries,

And you use them deliberatel
1 y, not only as ready-
terns to help you arrange your own thoughts, but gls?ﬁ;g?;:

erful tools of worki :
sions. ng thought through to the proper conchy-

| We have already examined som
in \1}}115 I:hapter. Here, we called th
ou have had a good deal of ice |
X : practice in usi impli
fication structures in the exercises we ha&?ﬁg%éifzsmp]}-
har}/; more practice in using them in the next cha te'r ol
o e%l 1(1?18 (ej:ji%tire 101,6 we c;evﬂl €xamine even more I%gic-al struc
3 ' Of wider application, pow: ,
Orgfucz}srenh;le' cha pters of a book, or theinﬁfggégﬁ{;;%}& e
men{a] too%o is this: When you have finished learnin the'
ortal too 8, you should be able to write your thou htgs in-
f ai;y thlgm ffgﬁ%o;cs?d‘ Alnd you should also b% abls;r?(;
. ,
derstands everything you v\?eﬂf tﬁ]gg;f "o thatyour reader un-

e of these logical structures
em simplification structures.



Chapter 7

How to Avoid Monotony -

So thatYour Reader

Enjoys Your Sentences

at the Same Time

that He or She Learns From Them

THIS CHAPTER IS something of a footnote to the previous
one. We now know how important simplicity is. But when
you build simplicity, you can also run into an opposing dan-
ger — monotony.

The reason for this is quite logical. Simplicity emerges, as
we have seen in the last chapter, from makin gsentences short,
making Connectors apparent, and from using the most famil-
lar sentence structures as often as possible.

Simplicity therefore has a tendency to result in a sedes of
short, choppy sentences — all of which have the same “ac-
tor ... action . . . object-acted-upon” structure.

If this type of sentence structure is continued too long, it
Intrudes upon the reader’s attention. And she finds herself see-
ing the sentences, rather than their contént. And this becomes -
not only distracting, but irritatin g.

Thus, simplicity must be balanced. It must be balanced with
two other, less important, communication goals.

The first of these is variety. The second is emphasis.

Let us now examine how you use each of them to break up
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your simplicity when you feel that’s necessary, and keep it from
obtruding into your reader’s consciousness. ’

The first way to do this is through variety. It is quite a simple
process, which consists of purposely changing the length gnd struc-
ture of your sentences when you find them becoming boring.

Remember, you now have many different types of sentence
structures to work with. You have, in fact, an inventory of sen-
tence structures. Some of them are:

1. The normal sentence, with its Connector in the middle.
For example: “He is, in fact, my son.”

2.  The normal sentence, with its Connector at its begin-
ning. For example: “In fact, he is my son.” '
3.  The dependent sentence, with its Connector in the

middle. For example: “If there is any trouble, then call me.”
4. The dependent sentence, with its Connector at its be-
ginning. For example: “ Then, if there is any trouble, call me.”
5.  Theexpandedsentence, withits expansion based on the
last word of the previous sentence.

For example: “She must have had at least one lover before
you. Or before Harry. Or Sam. Or Joe.” '

As you can immediately see, you can carry this out
through one expansion. Or two. Or three. Or more. 'I'hgs,
any expanded sentence structure gives you a whole series
of possible variations.

6.  The expanded sentence, with its expansion based on a
middle word, or phrase, of the previous sentence.

For example: “She must have had at least one lover before
you. Or two. Or three. Or four.”

7.  The expanded sentence, based on normal sentence-
structure expectation.

For example: “This is important. For two reasons.”

8.  The expanded sentence, based partially or totally on
repetition. ’

For example: “You can see it. Feel it. Taste it. Smell it.”

9.  The forward-signaling sentence.

For example: “For example:”

10.  Thesingle-word sentence, which gainsits meaningfrom
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the sentence preceding it.
For example: “How many people paid $100 a ticket? None.”
And so on. These are only the first ten. And they are only
variations in the sentence structure itself. |
But there are other variations you can also use. You can take
the same sentence structure — let’s say the normal sentence
structure — and vary it according to the number of words you
use in it, and according to the number of images. |
Let’s see how you do this: |
First, you can vary it as to number of words. It can, of course,
be as short as two words (I itch). Or — still retaining its sim-
plicity — it can go up to a dozen or more words: I have a ter-
rible itch right here beneath my left shoulder blade. |
Or, you can take any word in that normal sentence, and
replace it with an multi-word image.
For example:
You can use animage as the actor: “The most beautiful woman
I have ever seen is going to become my wife tomorrow.” |
Or you can use an image (or even more than one image) as
the action: “So we walked and talked and held each other and fell
desperately in love.”
Or you can use an image as the thing acted upon: “I saw
birds rising toward the sun with wings black as Satan.” |
Or you can use an image as a result of the action: “I hit him
in the nose so hard that it didn’t stop bleeding for an hour.” ‘
And s0 on. It is all a question of how much detail you can
add to each sentence, and still have your reader understand
each image as she encounters it. For you still must keep each
new varied sentence . . . understandable, as well as varied.
So you have to establish a balance. If your words are simple,
and your images are visual, then your sentences can be longer.
If, however, your words are difficult, and your images are
abstract, then your sentences must be shorter. |
The same rule holds true for your relationships. If these re-
lationships are apparent — as they are for a story based on
ordinary time-sequences — then your sentences can be longer.
If, however, these relationships are not apparent, or are un-
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familiar to your reader, then you must give each of them itg

own sentence,

Here, then, is the general rule: _

The simpler the thought, the longer the sentence that can still be
instantly understood.

But the moment your reader has to stop in the middle of
your sentence, and figure out for himself your meaning, then
that sentence is too long.

At that point, stop the sentence. Simplify it until it becomes im-

mediately understandable again.
As you can see, then, simplicity forms the outer limit to your

variations. You never build a sentence with so many wordsin |

it that it cannot be immediately understood.

But, within this one limit, you have hundreds of variations.
In normal sentence structure alone, there are dozens of ways
that you can vary the word content, and still keep it simple.

Keeping this limit in mind, let’s look at another way you-

can vary your normal sentence structure. This is by taking two
thoughts, which could be written as separate sertences, and
combining them into a single sentence with the proper Con-

nector.
For example: “I have known him for fifteen years. He is a fine

man.” :
This could be written: “I kave known him for fifteen years and

he is a fine man.”

" Here, the key is obviously the simplicity of each of the two
separate sentences. If they are both instantly understandable,
and if the relationship between them is also instantly understand:
able, then you can combine them. '

What is an instantly understandable relationship? One that
can be expressed by the simplest Connectors, such as and, and
but, and and then.

So, on occasion, to vary your senfence flow, you can com-
bine two simple sentences into one simple sentence. But the
test is always simplicity. And you apply the test in this way:

After you have written your sentences, leave them for a day. A%
Wien coiie backto them cold the next day. If you can understart
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gacéh' of tlhem instantly, fine. If you can't, simplify
implicity is always more vital than vari :
: ety. If you
choose between the two, choose simplicity. o B you st
| But you can have both, You can have variety within the lim-
its of smphmty. You can have variety by interweaving the hund-
reds of s1mplelsentence variations that are available to you
You can use different sentence structures. And you cany -
different sentence lengths. e
And by doing so — by using them all — you need hardly
repeat thfa same type or length of sentence on a single page.
And stll, every one of your sentences will be instantly un-
deIr\?toodi ~ which is always the ultimate goal
ow, let’s go on to the second way t idr
N \ 0 avo
this is emphasis. ¢ i monotony. And
Emphasts is the process of makin ertai
certain i
i f g 1 thoughts stand out in
. No; alll gi iy}our thoughts, of course, are main thoughts. Some
e vital, Others are merely details. You wa :
e ot ot vead want to separate the
You do this by emphasis. And, in usi
‘ : , in using emphasi
ga;}l} another way to avoid monotony. B emphasty you also
ow, how do you create emphasis? Primari
1 ' phasis? Primarily by th
three devices we have already discussed: Yoy e used
* Pointing out. - |
*  Repetition,
'}h S!?ortenfng your sentences,
readére fgre;t emphasis device is pointing out. Here, you tell the
il at what you are going to say is important. You point out
The};ce:rr;ance fto her. You emphasize that importance
re, of course, dozens of ways of doing thi .
( this. I
ussd r?a?y_ of them in this book. Some of them gre: fave
legl iczzl:mg, You italicize those sentences that are espe-
t;p e}‘zvllrir;portant. (Or, if you are writing with a pen or
er, yo i
A youunderline them.) Therefore, they stand
Forward-signali :
Whata;‘d signaling. You say bluntly to the reader that
~ Whatyou are about to say is important. You use such
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sentences as: “This is the vital point . . . Here is my main
theme . . . Pay special attention to this point,”

* Summation. You tell the reader, again bluntly, that

what you have just said is important. Or you point out
to him the core-meaning of a series of points you have
just finished.

To do this, you use such summary sentences as: “So
we have now seen the three main causes for the
Depression . . . These, then, are the three easiest ways
to reduce production costs”. . . and so on.

This, then, is the first way to produce emphasis: By pointing
out to your reader which are your important thoughts.

By doing this, you vary the impact of your sentences. You
make her concentrate more heavily on a few of them. And you
allow her to skim more lightly over the remainder.

The next way to produce emphasis is repetition. It is the pro-
cess of repeating important words, images, and sentences to call
them again and again to your reader’s attention. o

Here you return, again and again, to an important idea in
your thought-flow. By such repeated return, you give it added
visibility and significance. .

We have already seen several examples of this emphasis by
repetition. Here is one more of them:

“I love you today. I shall love you tomorrow. I shall love you
next year. And I shall love you throughout eternity.”

All of these are simple normal sentences. But, by repetition
of a highly charged image, they explode off the page.

Our third way of producing emphasis is simply to shorten
our sentences. Slowing down the pace of our sentences, Mak-
ing our images shorter and shorter. With more and more stops
in between them.

This is much like a technique used in the movies. Where a
single frame is frozen on the screen for a moment or two. And
the viewer cannot escape concentrating on it.

Again, we have seen many examples of this shortening tech-
nique. But before, they were used for another purpose ~~ to
simplify our sentences.
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Now we are using them, not only to simplify, but primarily
to emphasize. To slow the reader down, and call his attention
to this particular image.

When we inject this kind of emphasis into our sentence-
flow, we go beyond the demands of simplicity. We isolate im- |
ages into so many separate sentences that the reader becomes
aware of this isolation. She notices it. And it therefore empha-
sizes the image it isolates.

As we do in this example:

"If you want to master mathematics, you must learn one thing.
To take each problem step by step. Step by step. Step. By. Step.”

Unusual. Startling. And therefore, powerful. Emphasis by
sentence shortening, Even beyond the demands of simplicity.
(Though it can still be understood immediately.)

These, then, are the two devices for avoiding monotony in
your sentences: variation and emphasis.

They both operate within the limits of simplicity — although
they operate in different directions:

Variation allows you to “add exotic flavors” to certain sen-
tences. To change both their structure and the number of im-
ages they contain.

Emphasis allows you to shorten them, and build repetition
into them, until both the repetition and the shortening be-
come apparent, and they stand out.

And when you combine the two devices to gether, you have
an almost infinite number of different sentence-types to choose
from.

All of them are simple. All are immediately understood, And
yet they protect you from having monotony creep into your
communication.

So we have now built simplicity, and variation, into our sen-
tences, without sacrificing enjoyment to do it.

Now let us go on to our next step, and see how we also
build clarity into them. And how the same insight that pro-
duces this clarity can also lead us to wit, symbolism, and sus-
pense.



170 THE BRILLIANCE BREAKTHROUGH

Exercises and Applications
for Chapter 7

In Chapter 6, you learned how to break overlong sentences
down, and transform them into shorter, and more easily un-
derstood sentences instead.

In this chapter, you have learned the opposite process. You
have learned how to take sentences so repetitious and short
that they were annoying the reader, and transforn"t them into
longer sentences. These longer sentences add variety to your
discourse, but are still easily understood by your reader.

So, in these two chapters, you have been playing the vitally
important game of transformations. Of expanding and contract-
ing sentence length. Of varying both the size and style of your
sentences to express not only your thought, but also your mood
and emphasis and feeling. _

For different types of sentences do express different moods,
and different feelings. For example, a series of short, normal,
one-part sentences are direct, clipped, commanding, even
harsh.

Like this:

“Go down the stairs. Turn left at the bottom. Walk up the
street. Stop at the bakery shop. Wait there fifteen minutes.
Karl will contact you then. And he will tell you what to do
next.”

On the other hand, you may choose to use a series o'f 101.1g,
dependent sentences, with many images each. This will give
you a much softer, more thoughtful, more hesitant tone..

Like this:

“If you are going to Helen’s party tonight, please call me. i
had such a charming conversation with you at our last meet-
ing, and the time flew so quickly, that I can hard}y wait to
renew the experience again. If you need transportation, 1 shall
be glad to arrange it, and will be happy to pick you up at any
time you wish.” .

So these two types of sentence structure give you two ditfer-
ent “voices.” They allow you to make the tone of your

How To Avoid Monotony 171

communication loud or soft, hard or sweet, dominant or se-
ductive.

And they do it all within the limits of simplicity. Your reader
still understands your thought the moment he encounters it.
But now he also picks up a “bonus” message with it — the
feeling inside you that accompanies that thought. '

This is a side benefit, of course. We did not set out to learn
how to convey feelings, but only thoughts.

But language is such a powerful and flexible tool that you
carnot study any part of it without learning more than you
first anticipated.

So I felt that I must call this side benefit to your attention:
When you learn how to shorten sentences to simplify them —

and then how to lengthen other sentences to give your dis-
course variety — what you are doing is learning one of the
basic building blocks of style.

And style means the ability to convey emotion, and pleasure,
over and above the practical goal of conveying thoughts. So you
not only inform your reader, you please her. Once again, itis a
side application, but it is a most delightful one.

But we can only touch on style here very briefly, and then
we have to return to our main goal — understanding. So our
questions now are these:

How long a sentence can you write, and with how many
images, and still make it understandable?

And, even more important:

What are the rules for making long sentences as understand-
able as short ones?

Most of the answers we have already. But let’s review them
again, in this new context.

As for the world’s longest simple sentence, it probably would
occur in fiction. Why? For the reason we gave before. That the
simpler and more visual the images, and the more apparent
the relationships between them, the lenger the sentences can
be.

Probably the classic example of this fact is the writing of
Ernest Hemingway. To illustrate it, I'm going to reproduce here
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an incredibly long (and magnificent) sentence from “The Short
Happy Life of Francis Macomber.”

I don't advocate that you write like this. But there is much
to be learned from the absolute simplicity and beauty of this
man’s style.

Here it is:

“The car was going a wild forty-five miles an hour
across the open and as Macomber watched, the buffalo
got bigger and bigger until he could see the grey, hairless,
scabby look of one huge bull and how his neck was part of
his shoulders and the shiny black of his homs as he
galloped a little behind the others that were strung out in
that steady plunging gait; and then, the car swaying as
though it had just jumped a road, they drew up close and
he could see the plunging hugeness of the bull, and the
dust in his sparsely haired hide, the wide boss of horn and
his outstretched, wide-nostrilled muzzle, and he was
raising his rifle when Wilson shouted, “Not from the car
you fool,” and he had no fear, only hatred of Wilson,
while the brakes clamped on and the car skidded, plowing
sideways to an almost-stop and Wilson was out on one
side and he on the other, stumbling as his feet hit the still
speeding-by of the earth, and then he was shooting at the
bull as he moved away, hearing the bullets whunk into
him, emptying his rifle at him as he moved steadily away,
finally remembering to get his shots forward into the
shoulder, and as he fumbled to reload, he saw the bull was
down.”

Amazing! A single sentence, that happens to be a master-
piece of one man’s style.

But our problem is this: How does Hemingway put so very
many words in this sentence, and still retain his reader’s in-
stant understanding?

The answer is quite simple really: The entire sentence hinges
on time order. You, the reader, are seeing the sequence exactly
as though it were being shown to you on a movie screen.
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And not one part of that sequence is out of order. One ac-
tion directly follows another, as though it were timed by a stop-
watch,

In fact, image after image in the sentence reinforces that
sense of time passing. For example:

“. .. as Macomber watched, the buffalo got bigger and big-
ger...”

“...and then ... they drew up close and he could see the
plunging hugeness of the bull . . .”

“.. . and then he was shooting at the bull as he moved away,
hearing the bullets whunk into him . . .*

So passing time — film-strip time —is the structure that
glues together all these words, without their falhng out of or-
der and confusing the reader.

But Hemingway doesn’t depend merely on this time struc-
ture alone. He reinforces it constantly with time Connectors.

And here’s where our analysis of simplicity-in-great-length
begins. Now you enter into the picture. Your first question is
this:

1. What is the time Connector Hemingway uses most of-

ten to tie his images together in this sentence?a____

2.  How many times does he use and in this sentence?

3. Sotherearefifteenand Connectors in this one sentence.
And, of course, shows time passing. But there is a more
emphatic Connector that also shows time passing, and
Hemingway usesit here too. It is a combination ofand and
t .

4. How many times does Hemingway use this and then
Connector in this sentence?

5. So there are thirteen straight and’s, and two and then’s.

But there are also other time Connectors here: until . .
as...while... when ... and stil.

Allin all, how many of these other time Connectors are
there in this sentence?

S0 now we have thirteen ands, two and thens, and nine other

time Connectors. Twenty-four Connectors in all, in a single
sentence.
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So, in summary, Hemingway used two devices to tie to-
gether this huge sentence. The first is film-strip time. And the
second is a liberal sprinkling of Connectors.

And, in addition, as in all of his writing, there is the utter
simplicity of each image as it takes its place in this time-se-
quence.

And there is the vividness of the images themselves: The
power of Hemingway to make us see exactly what he says is
happening, and therefore understand it with our eyes.

So, in fiction at least, we know we can write gargantuan
sentences, and still keep them simple. This is partially a func-
tion of the connecting devices we use, and partially a function
of the great power of time-sequence to give order to our im-
ages.

But we wish to extend this long-sentence capability to other
kinds of communication besides storytelling. We want to be
able to lengthen our sentences, when we wish, in report writ-
ing, instruction, business correspondence, and all the rest.

6. How do we do this? What are the techniques that build
this capability into our communication? That allow us to
make these vital transformations, and still keep them un-
derstandable?

Once again, we have already discussed the two negative
rules for doing this. As you remember from Chapter 3,
they were:

When you start writing sentences with more than one im-
age, you have to keep each image to the point. This means
without unnecessary details.

If you want to develop a good deal of detail in any one im-
age, therefore, don't use that image as part of a larger sen-
tence. Split it off, and give it a sentence of its own.

And, secondly, don’t let one image block another. As soon
as it does, your sentence is confusing.

Read the Hemingway sentence again. Notice that none of
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these images blocks another. Instead, there is a straight-line
development from beginning to end.

So you must give order to each individual sentence, as well
as to your overall sentence flow.

Now, how do you do this? Once again, by planning, and by
using Connectors.

And so, now, we move into a new, positive rule. That goes
like this:

Certain Connectors can be used as sentence-lengtheners, to give
you long sentences that are still instantly understandable.

Such Connectors are the following:

shll. ..

both . ..

notonly . ..

once. ..

and . . . (another use for this most versatile Connector)

And many more. These will do to show you the technique.
The rest you will pick up as you begin to use them. Once again, -
it will be valuable for you to draw up your own list.

Now let’s see how they're used. Let’s start with both. And
see how we insert it within a sentence to signal our reader, in
advance, that we are going to extend that sentence by an im-
age or two.

Here's a typical example:

“Tam both offended at the bluntness of your offer, and vastly
intrigued by the scope of its imagination.”

Here, both signals your reader, when he is only three words
into the sentence, that this sentence will have two images
within it.

Thus, your reader expects these two images. She is prepared
for them. And she reads the first image with the thought in
mind that the second one will follow it immediately, to com-
plete the sentence-idea.

7. Sobothisyourfirst Connector usedasasentence-length-

ener. Now you use it. Write your both sentence here:
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Not only is used the same way. Here is an example:

“I'wish, not only to follow you as my leader for the rest
of my life, but, if necessary, to give that life in the service
of your cause.”

Again, a Connector-signalisused here, totellyourreader
that the first image in this sentence will express only part
of the total thought.

Thus, again, your reader is prepared for the double image
tofollow. And heis comfortable when he encounters them.

So write your not only sentence here:

Once is also used the same way. For example:

“Now, once you understand that this gitl is desperately
in need of love, you can then see quite clearly why she
continues to take such abuse from Arthur.”

Again, a forward-signal. One that will be of value to
you. So put it to work here, in your own once sentence:

Notice that all of these forward-signaling Connectors
are first cousins of the dependent Connectors we discussed
in Chapter 6. They dothesamekind of jobaswhen , . . if . . .
until . . . etc.

The use of them therefore gives you the opportunity to
construct understandable two-part sentences. (Or sen-
tences with several parts.)

They do this by signaling your reader in advance that
extraimages are coming. And they also help arrange these
images in logical order, so that they won’t block each other
when you do combine them.

Nowyou can also do the same thing with certain Picture
Words. These forward-signaling Picture Words are the
ones that convey the same meaning of partiality and in-
completeness as the Connecting Words we have just ex-
amined.
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Let’s take one example -— the Picture Word partially.
Here’s how ! have used it as a forward-signal for a multi-
part sentence just three pages before this one:

“This is partially a function of the connecting devices we
use, and partially a function of the great power of time-
sequence to give order to our images.”

Now write your partially sentence here:

So we have a new series of forward-signaling Connec-
tors, which we can use when we want to lengthen our
sentences, without sacrificing understandability.

But all sentence-lengthening Connectors don't have to
be used at the beginning of the sentence. Let’s look now
at some that can be used in its middle:

The first of them is our old friend, and. Here's a new use
forit, as a device for adding one extraimage to adependent
sentence. Like this:

“1f, however, he refuses to be rational, and continues to
attack you in the press, then I'm afraid that we will have no
choice but to sue him.”

Notice that the and forms the link here between two
parallelimages. Inother words, two images that have simi-
lar action words in them: refuses and continues.

This parallelism is important. You should make sure it’s
there any time you link two introductory images together
in a dependent sentence like this.

Now write your dependent and sentence here:

And can also be used later on in a sentence, of course, to
link zimages together in understandable order. We have
already seen many examples of this. For instance:

“So we walked and talked and held each other and fell
desperately in love.”
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12.

13.

Or the Hemingway sentence.

And there are other Connectors that do the same
lengthening job — again, without sacrificingunderstand-
ability —in the middle of your sentences. We have al-
ready examined wuntil, as, while, when and still in the
Hemingway sentence.

Now let’s look at some others. One of the most useful
is to. It works like this:

“I'have accepted this office fo bring true democracy back
to the American people.”

In this sentence, to is used two ways. In the phrase fo the
American people, it is used as an ordinary space Connector.

But, earlierin the sentence, fois used as the link between
Thave accepted this office and bring true democracy back to the
American people.

Thus, like many Connectors, it serves us in more than
one way. Both as a space Connector, and as a link between
two images.

And it relates these two images understandably. The
reader has no trouble following the connection between
them.

Now you write a fo sentence that uses it to link two
images together:

Another such Connector is even though. For example:

“lam not going to walk out on you, even though you have
given me more pain than any human being I have ever
met.” :
Again, even though serves as a logical connection be-
tween these two images.

Youwrite youreven though serves as alogical connection
between these two images.

You write your even though sentence here:
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14.

Another such Connector is than. Let’s go back to the

sample sentence above, and see how it works:
“I am not going to walk out on you, even though you

have given me more pain than any human being I have

ever met.”
Write your than sentence here:

And so on. The general rule is this:

Any Connector that can link up two images can be used to
lengthen your sentences.

The correct way to use this rule is this:

These Connectors can be used to link images together only as

long as they do not overload any Picture Words within them.

Or, to phrase it in a different way, as a danger-signal:

If your lengthening process overloads any Picture Word in
your sentence, then that sentence is too long, and has to be
simplified at that point.

And the rule to determine this is the same one that
we’ve discussed before:

Write your sentences as best you can, Then leave them alone

overnight. Then come back to them. If theyre not immediately

understandable at that time, simplify them.
In other words, the fundamental rule still holds:

style.
When in doubt, simplify.

So there we have it. What it boils down to is this:

Yes, you can write long sentences. And you write them by
using the proper Connectors between your images within

them.

But these Connectors can also be misused. They are mis-

used when they overload a Picture Word within any sentence.

For example, some very powerful image Connectors arewho,
that, which, than, etc. All can be used to lengthen sentences

understandably.

Simplicity is more important than length. Or variety. Or
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But ail of them can also be misused to overload the Picture
Words they refer back to.

The opportunity, therefore, is accompanied by a danger. But,
fortunately, you can avoid that danger by rechecking those
sentences after you have written them.

If the Connectors work — if the Picture Words are not over-
loaded — keep them.

If they don’t work, getrid of them. And build new sentences
instead. And begin them with a repetition of the overloaded
Picture Words.

So what have we done in these exercises? This:

- We've come full circle from where we started. We started
with long sentence — but long sentences that were confused.

Then we learned the techniques of making those sentences
simple. Techniques that also made those sentences short.

Simplicity breeds shortness. And this shortness, if it's car-
ried too far, may lead to monotony.

So we had to reverse the process. And learn the techniques
of building long sentences again.

But this time, using these simplification techniques, we built
long sentences that were not confusing. We built long sen-
tences that were simple. Long sentences that could be imme-
diately understood.

And we learned the cut-off point in building such sentences.
The point where overloading, and therefore confusion, sets
in.

And we accepted this point as a barrier, beyond which we
would not go. We accepted the theory that variation can be
accomplished within the limits of simplicity. But that it would
always be subordinate to such simplicity.

So these exercises have taught us this: That variety, as well
as simplicity, is a function of Connectors. And order. And plan-
ning.

To strip down, we watch our Connectors. And our order.

To build up, we watch our Connectors. And our order.

And we plan ahead, so we know what we're doing.

So we always have a practical side to our communication —
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to transmit our ideas to another person.

And we have an aesthetic side. That of style. Of making her
enjoy reading them.

Both result from the same rules. We can have both, without
sacrificing either.



Chapter 8

How to Write Clearly —

So thatYour Reader Doesn't
Think You Mean One Thing,
When You Really Mean Another

A.T THIS POINT, let me me review for you, once again, the
ultimate goal of all grammar, and the means by which we
achieve this goal.

The goal is, of course, communication. The purpose of gram-
mar is simply to help you tell other people your ideas. To transfer
your thoughts into their minds.

You do this through words and sentences. Through images
and Connectors. Until you have taken an entire flow of
thought — a novel, or poem, or business report — and con-
veyed it intact from your mind to another’s.

To do this most easily and effectively, you must be under-
stood every step of the way. So that you never confuse or lose
your reader. So that he follows you effortlessly from begin-
ning to end. |

Thus, to accomplish this goal of immediately understanding
communication, you want to build two main characteristics into
your writing. They are:

1. You want it to be simple, so that your reader under-
stands every step in your thought, before you take him
on to the next. |

We have just seen how to do this, whether you write
short sentences, or long.

183
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2. And, at the same time, you want your writing to be
clear. So that your reader doesn’t think that you're saying
one thing, when you're really saying another.

Now, up until today, there has been confusion between
simplicity and clarity. We really did not have the proper vo-
cabulary to distinguish between them. And therefore we could
not learn how to build each one of them into our sentences.

I believe that this confusion is now ended. It has been ended
by our prime concept — the difference between Picture Words
and Connecting Words. And it has been ended by the new
techniques that this basic concept has enabled us to create.

Here is how it works, to make our sentences clear as well as
simple:

As you remember, Picture Words carry the images of your
thought. And Connecting Words show the relationship be-
tween these images.

Without Picture Words, your sentences are empty. And with-
out Connecting Words, they are misunderstood.

The process of building your sentences, therefore, is to first
pick out your images. And then pick out the relationships you
want to show between them.

When your relationships are immediately understood by your
reader (i.e., when they are adequately expressed by the proper
Connectors, and when there are not too many of them to be
absorbed at once), then your sentences are simple.

And when your images are immediately understood by your
reader, then your sentences are clear.

So you have two conditions a sentence must achieve to be
adequately understood. It must be simple. And it must be clear.

Its relationships must be understood. And its images must
be understood.

One without the other is not enough, We have already seen
that the images in a sentence may be perfectly clear, but that
there may be so many of them in that sentence, or the relation-
ships between them may be so poorly expressed, that the reader
may have to go over that sentence two or three times to un-
derstand it — if she ever does at all.
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We have already seen how to correct these unnecessary com-
plications. First, by breaking up the overloaded sentence into
a series of smaller sentences, each of which can be absorbed
instantly.

And, second, by strengthening the Connectors, adding more
of them, or making them more visible, so that the relation-
ships are instantly apparent to the reader when she encoun-
ters them.

Now, in this chapter, we turn to our second and equally
important problem: The sentence in which the relationships
are completely understood, but where the images are not clear.

What do we mean by clear? We mean this:

A Picture Word, or phrase, is clear when it has only one possible
meaning in the sentence in which it is used.

A Picture Word is unclear (ambiguous) when it has more than
one meaning in that sentence. And when you did not intend it o
have those extra meanings.

Now let's put this definition to work. To do so, we have to
look more deeply into the nature of Picture Words.

The big problem with Picture Words is that most of them
have more than one meaning. And they shift from one of these
meanings to another almost invisibly, before you're even aware
of it.

For instance, take the example we used some time ago:

“Ship sails tomorrow.”

This is a truly tricky sentence. Because it has two Picture
Words in it — ship and sails — that can each have two differ-
ent possible meanings in this exact same sentence.

As we have seen, this sentence can either mean:

“Ship the satls tomorrow.”

Or:

“The ship sails tomorrow.”

Now, look at the Picture Word ship in these two sentences.
In the first sentence, it conveys the image of an action. When
your reader encounters it, he sees people wrapping the sails,
putting them in a box, taking them to the post office, and so
on.
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And then look at the same Picture Word in the second sen-
tence. Here it conveys the image of a huge object. When the
reader encounters it, he sees a dock, funnels spouting steam,
people on board waving good-bye, and perhaps even the tugs
pulling the great ship out into the river.

So the same Picture Word conjures up two entirely different
kinds of images in your reader. They both stem from the same
source, but they are now completely opposed to each other.

And you have to make sure that your reader knows which one of
these images to use. This is the process of clarification.

Clarification means, once again, that you have deliberately re-
stricted every Picture Word in your sentence to a single meaning.

Therefore, your reader cannot get another meaning out of
that sentence that you did not put into it.

How do you restrict those ambiguous meanings? How do
you darify your sentences? In much the same way as you sim-
plified them before.

Ambiguity is a tricky problem. It slips up on you when you're
not looking. Therefore, you need a three-step process to elimi-
nate it:

First, you write the sentences, trying to make them as simple
and clear as you can.

Then, if possible, you leave them for a night. And then, the
next morning, you come back to them cold. And you reread
them again.

In this final reading, you will probably pick up ambiguities,
double meanings you did not intend. Let’s look at some of
them now:

1. A Picture Word is not complete enough in itself to convey

the full image,

For example:

“When a boy, my father gave me his watch.”

Here, the Picture Word boy is incomplete by itself, and
therefore can be misinterpreted. At first glance it sounds
like this: When the father was a boy, he gave his son-to-
be his watch.

Therefore, we must eliminate this wrong meaning in
the same wav we did in the example above. By adding
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enough extra words (filling out the image) until it cannot be
misinterpreted.

Like this:

“When I was a boy, my father gave me his watch.”

2. A Picture Word can be interpreted in two ways.

For example, writers have been swindled for years by
this sentence:

“Your royalty will be 10% of the price of the book.”
Here, the pivotal Picture Word is price. Because price has
two meanings. It can mean full bookstore price. Or it can
mean the price the publisher gets from the bookstore,
which is usually much lower.

So there is a built-in misunderstanding in this sentence.
And the rule for eliminating it is as simple as this:

Remove all meanings from your pivotal Picture Words ex-
cept the one you intend. Do this by adding enough extra words
till the image can be interpreted in only one way.

Thus, in the example above, you would ask that the
publisher put in the additional Picture Words “the price
of the book to the customer in the store.” And the meaning
then could not be misinterpreted.

3. A Picture Word is joined to the rest of the sentence with the
wrong Connector, and therefore takes on the wrong meaning.

For example:

“Would you like to sweep the floor with me?”

Here the misinterpretation becomes funny. It is caused,
of course, by the misuse of the otherwise-perfectly-good
Connector with.

This misuse of with gives me in the structure of the sen-
tence the same position that broom or mop would usually
have.

Thus, a marvelously funny image comes out of the sen-
tence at first reading.

How do you correct it? Like this:

Remove the word that is causing the misinterpretation. And
replace it with the word (or words) that will give the correct
itage . . . and only the correct image.
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Like this:

“Would you like to help me sweep the floor?”

4. A Picture Word (or phrase) is misplaced in the sentence —
and therefore gives the wrong image.

For example: _

“Last night Mrs. Jones was bumed while cooking her
husband’s supper in a terrible manner.”

Poor Mrs. Jones! And her poor husband! Here the words
are right, but their placement destroys the image they are
meant to convey.

How do you correct it? With this simple rule:

Put all details as close to the main image as possible. Don’t
let them get separated.

In this sentence, for example, in a terrible manner is a
detail of burned. Therefore, it should be placed right next
to it.

The trouble was caused when the writer allowed it to
wander too far back in the sentence. Thus, it came to rest
next to supper, and seemingly became a most unfortunate
detail of that.

To correct it, therefore, you revise it like this:

“Last night Mrs. Jones was burned in a terrible manner
while cooking her husband’s supper.”

5. A condensing Connector does not make clear which Picture
Word it refers to in the sentence in front of if.

Like this:

“There are four different ways these mistakes may con-
fuse your readers. They may obscure your meanings. They
may...”

As you remember, these condensing Connectors take
the place, in the second sentence, of a whole image in the
first.

Each of these condensing Connectors is a single word:
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occasion, have two images in it that could relate to the
condensing Connector that follows in the second sentence.
In the example above, for instance, there are two en-
tirely different Picture Words that they might pick up.
These original images are mistakes and readers. Therefore,
you have to clarify which one of them you want they, in
the second sentence, to refer back to.
You do this by repetition. You repeat the original image
in the second sentence, so there can be no confusion.
And your revised sentence-flow looks like this:
“There are four different ways these mistakes may con-
fuse your readers. Such mistakes may obscure your mean-
ings. They may . .."

6. A condensing Connector may be too far separated from its

prime image, and therefore not show clearly enough that it
refers back to that image.

For example:

“This is simply the carrying over of a key image from
one sentence to a second sentence, and then perhaps to a
third sentence, a fourth, and so on. But every time it is
repeated, it is also expanded . . .”

Here, it refers back to the original image, the key image.
But it is separated from that original image by twenty-
one words. And those words all convey other strong im-
ages that cause the reader to forget the original one.

So it is not close enough to its original image to do its
job. So, to be perfectly clear, we have to pull the condens-
ing Connector it out, and put back the original image,
like this:

“This is simply the carrying over of a key image from
one sentence to a second sentence, and then perhaps to a
third sentence, a fourth, and so on. But every time that
image is repeated, it is also expanded . . .”

him, her, they, them, it and so on. Each condenses an im- So there you have them. Six different types of double mean-
age in the first sentence, and carries it forth as a part of ings that can make even simple sentences unclear.
the second. ' When you eliminate these double meanings, when you re-

But, and this is important, the first sentence may, on strict your key images to only one meaning, you have built
verfect claritv into vour sentences.
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Exercises and Applications
for Chapter 8

In this chapter, we have added clarity techniques to simpli-
city techniques. And we have made sure that our images can-
not be misunderstood, just as we previously made sure that
our relationships could not be misunderstood.

So let’s review again, filling in the blanks or circlin g the cor-
rect choices:

1. When your relationships are immediately understood

by your reader, your sentences are (; simple/complicated).

2. And when your images are immediately understood,

your sentences are (clear/ambiguous),
3. You want your sentences to be clear, as well as

4. Tomake them simple, you concentrated on your Con-
necting Words. And to make them , you con-
centrate on your Picture Words,

5. Tomake your sentences clear, you have to concentrate
on the properuseof ___ |

6. A Picture Word, or phrase, is when it has

- only one possible meaning in the sentence in which it is

- used.

7. APicture Word is unclear (ambiguous) when it has more
than meaning in that sentence. And when you

- did not intend it to have those extra meanings.

8. But the big problem with Picture Words is that many of
them may have more than meaning.

9. Some Picture Words have OF More meanings.

10.  And they can slip back and forth between those mean-
ings before you are even aware of it.

So the process of making a sentence clear is the pro-
- ess of restricting your Picture Words to only
Meaning, :
1. Clarification means that you have deliberately restricted
- every Picture Word in your sentence to only

oo Mmeaning,
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12, You do this by a three-step process:

First, you write the sentence, trying to make it as simple
and as you can.

Second, you leave the sentence alone for a night.

13.  And third, you come back to that sentence cold the next
morning. You read it again. And you check it to see if
there are any Picture Words in it that are not :

14.  In other words, you check to see if there are any Pic-
ture Words in that sentence (or in that flow of sentences)
that have more than meaning.

15. Ifthere are, if any Picture Word has two meanings, then
you simply cut out of them.

16.  Youcutout ___ of those meanings by adding enough
words to that sentence till it can only be read in one way.

17.  You revise that sentence till that Picture Word can only
have meaning. And no more.

So there you have the process of clarification. That's all
there is to it: Write. Read again. And cut out double mean-
ings.

18.  Now let’s ook at some of these types of double mean-
ings. And give you some practice in clarifying them.

As we have already seen, the first of them is the Picture
Word that can be interpreted in two ways.

For example (a classic case):

“As we look at the conclusion of the 1980s and the be-
ginning of the 1990s, we see business everywhere spilling
across national boundaries and covering the globe. In no
case has this been more true than for the oil industry.”
(From remarks made by the chairman of the board of one
of the largest oil companies in the world, and reprinted in
the company’s house publication.)

Now, because of unplanned double meanings, this per-
fectly serious statement becomes funny and self-damag-
ing. _

19. Why? Because of the combination of meanings between
oil in the second sentence, and two Picture Words in the
first sentence. They are ing and

_ing.
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Both spilling and covering in the first sentence were in-
tended to be used in this way: As vivid metaphors to show
the way business was spreading across the globe.

This was their intended meaning. And it would have
stood up just fine, if the second sentence hadn’t been
added to it. '

20.  But it was. And therefore, the audience saw a second,
unplanned meaning instead. Instead of seeing business
spilling and covering the globe, theysaw ________ spill-
ing and covering the globe.

And so the chairman of the board unwittingly set a ver-
bal trap for himself. He should have prepared his remarks
in advance. And reread them before he spoke them.

Or, before he published them again, he should have
had some unbiased editor go over them, who could pick
up the double meaning.

Now, how would you correct this double meaning? The
usual way, which we discussed in this chapter, is to re-
move the double meaning by adding extra words till the
image can be interpreted in only one way.

In most cases, this works. But in this case, it does not.
Why? Because here the unwanted image is just too strong
to be allowed to stand in any way.

So we add an extra rule: If the unwanted double image is
too strongly fixved in your Picture Words, change one or more
of them until it’s removed.

21. In this case, then, we would probably have to take out

and :

We would have to replace them with two Picture Words
that were not as visual as these. That were more abstract.
And, especially, that could not be linked in a double mean-
ing with oil.

22, Can you think of any other Picture Words to use in-
stead? If so, write your revised image here:

“... we see business everywhere
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Here’s my version, for comparison with your own:

“... we see business everywhere franscending national
boundaries and having financial commitments across the
globe.”

You can see at once, of course, that I purposely put in
Picture Words that brought out images of business orga-
nizations and their abstract functions. This was to allow
me to use 01l in the next sentence with no possibility of
any physical-image link-up at all.

So we have taken a rather humorous ambiguity, and
corrected it. We have removed the unfortunate double
meanings in these Picture Words, and left our reader with
only one image — one conclusion to draw.

23.  So the first point at which ambiguity can arise is with
Picture Words that can have more than ___ meaning.

And we eliminate those double meanings in either of
two ways:

By adding enough extra words till that image can be
interpreted in only one way.

Or by removing the unfortunate Picture Words entirely.
And replacing them with similar Picture Words which do
not have the double meanings.

24.  And now we move on to the second type of ambiguity:
A Picture Word that is not complete enough in itself to
convey the full image.

For example:

“Let the baby eat herself.”

Here, the Picture Word h is incomplete by it-
self, and can therefore be misinterpreted.

25.  Therefore, we must prevent this misinterpretation by
adding an extra Connector, in front of herself, which gives
it the correct relationship to the rest of the sentence. This
Connector should be:

And therefore, the correct sentence reads:

“Let the baby eat by herself.”

A simple clarification.
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26. Now try this one:
“Would you like to join me in a cup of coffee?”
The ambiguity here occurs between the Connector, in,

and the phrase,

As the sentence reads now, it sounds like an invitation

for a swim in an Olympic-pool-size cup of coffee.
27.  So, once again, we have to add a clarifying word. This
should be the Picture Word ing.
And the corrected sentence now reads:
“Would you like to join me in having a cup of coffee?”
28. 5o we go on to our next point of ambiguity: A Picture

Word, or phrase, that is misplaced in the sentence, and

therefore gives the wrong image.
For example:
“When he fell, Arthur struck the goldfish bowl with his
head, which fortunately was empty.”
Here, the phrase is
complete, but quite amusingly misplaced.
29.  So our clarification process here is one of movement.

We simply move the offending phrase next to the Picture

Word that it really describes.
And then it reads like this (write your version here):

Here’s my version:
“When he fell, Arthur struck the goldfish bowl, which
fortunately was empty, with his head.”
A little awkward. But at least it is now clear.
30. How about this one, though?
“Mr. Jones wants to buy an old bed for his wife with a
brass head.”
Here the misplaced phrase is:
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31. And the corrected sentence would read like this:

S0 now we've investigated four ways that ambiguity
can arise within the sentence itself. And we've seen how
to clarify each one of them.

But ambiguity can also arise between two sentences.
And it arises, usually, in the misuse of condensing Con-
nectors.

As we have seen, there are two ways that these con-
densing Connectors can be misused:

When a condensing Connector does not make clear
which Picture Word it refers to in the sentence in front of
it.

Or when a condensing Connector is too far separated
from its prime image, and therefore the reader cannot
make the connection. .

32. Both ambiguities are corrected in the same way: By re-
placing the Connector with a repetition of the original
Ficture Word.

For example:

“Put your pencil next to your test paper on the desk.
And don’t begin working on it till I give you the signal.”

Here the ambiguous condensing Connector is

33. Itis ambiguous because it can refer to any one of three
Picture Words in the preceding sentence. These Picture
Words are p , P and d .

34. 5o you correct this ambiguity by substituting the cor-
rect Picture Word in the second sentence. Like this:

“And don’t begin working on your till I give
you the signal.”

Once again, the process is the same as for all other clarifica-
tions: Write the sentence. Leave it alone for a while. Then check
it again to pick up ambiguities. And correct them as we've
learned here. '

That's all there is to clarification. It is a powerful tool, and
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yet extremely simple to use.

Combine it with simplification, and your reader must under-
stand your sentences the moment she encounters them. As
we have said before, these two tools enable you to lick the
understanding problem.

But there are also several delightful side benefits of these
clarification insights. And now let’s go on to put them to work.



Chapter 9

How to Use

the Clarity Principle

to Build Wit, Symbolism,

and Suspense into Your Writing

N OW LET'S ADD even more spice to your commun-
ication.We do it by “twisting” the clarity principle we discov-
ered in the last chapter. _

As you remember, that clarity principle went like this:

Clarity depends on Picture Words, If the Picture Words in your
sentence have only one possible meaning, they are clear.

And so, to clarify ambiguous sentences, restrict each of your Pic-
ture Words to only one possible meaning,

But there is another way to use this principle. Just as delib-
erately. But in exactly the opposite direction, to give us an en-
tirely different range of effects.

Here, instead of using the clarity principle to restrict our
Picture Words to a single meaning, we deliberately use it to
give our key words two simultaneous meanin gs or more.

And we use these two simultaneous meanings to gain wit,
or symbolism, or suspense.

Let’s see how we do this:

First of all, as we have seen before, a great many Picture
Words are capable of two or more meanings. Perhaps, to be-
& with, each of them had only one meaning. But, as they

~Weleused over the centuries inthelariguage, they picked ip a
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second meaning. And perhaps a third. And even more.

Thus, these words come to you with an inventory of mean-
ings already attached to them. They have multiple meanings.
And these multiple meanings are both a peril and an opportu-
nity.

They are perilous because they open up the possibility of
ambiguity, and thus misunderstanding. But we have already
seen how to correct this.

On the other hand, each of them presents you with an
opportunity. Because you can deliberately build two of these
meanings into a sentence, to give that sentence a punch it
would never have had without them.

So let’s give these multiple meaning words a special title.
Let's call them Pivot Words, because they allow you to pivot
from one meaning to another in your sentence. And let’s ex-
plore the three main types of pivots they can give you.

The first is wit. We can define it in this way:

Wit is the humorous change in a Pivot Word, in mid-image,
from one meaning to another.

For example, let’s take Robert Benchley’s famous remark:

“I can’t wait to get out of these wet clothes, and into a dry
martini.”

Where, in this sentence, is the wit? In the last image, of
course. It is contained in the last two Picture Words, dry mar-
tini.

But what makes these two words witty? The simple fact that
the author has tricked us. He has built up an expectation in
our minds, and then shattered it in mid-image. And, by so
doing, he has thrown us into an entirely different, and quite
funny, new meaning.

The expectation is based on these two sets of parallel phrases:

getoutof ... and into

wet. .. dry _

First of all, when we get out of one kind of thing, we usually
expect to get info something similar. Thus, when we get out of
street clothes, we expect to get into a bathrobe, or pajamas, or
perhaps even bed.
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Secondly, in exactly the same way, when we use the Picture
Word wet to mean soaked in water, we usually expect dry to
mean devoid of water.

But it does not mean devoid of water here. And this is the
trick. And the source of the wit.

It is the shift, in mid-image, of the meaning of the word “dry”
that catches us unawares, And then startles us. And then makes us
laugh.

gnd it is this deliberate double meaning that constitutes the -
wit we appreciate so much here. |

But you can do the same thing. Once you see the source of
this wit, you can start seeking out such Pivot Words too. And
you can begin putting them in sentences that cause them to
shift from one meaning to another with both shock and laugh-
ter.

Like these:

The Harvard Repertory Company played Hamlet last rught
Hamlet lost.

If all the young ladies at this Prom were laid end to end, 1 \
wouldn’t be surprised.

“How do you like children, Mr. Fields”? “Well-cooked.”

A man wrapped up in himself makes a small package.

Anthropology is the study of man embracing woman. |
You can see each of the meaning-shifts in the italicized words:

Played goes from giving a performance to competing in a game.

Laid goes from being placed on the ground to being made love
to.

Like goes from relating affectionately to to having a preference
in food. |

J1I;.ifnr‘a,t:a;:wed up goes from intensely concerned with to being placed
in a package. |

And embracing goes from dealing with as its subject matter to
putting onie’s arms around. And it is this shift in meaning, in mid-
image, that comprises wit.

It is the first valuable stylistic effect that the clarity principle
can give you.
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The second is closely related to it. It is also humorous. But it
depends not so much on a shift in meaning, as a blend of mean-
ings.

It is called the pun. It works by taking a familiar statement, and
replacing its Pivot Word by another word which sounds about the
same, but which has a different meaning,.

Thus, the new sentence — the pun — gives you two mean-
ings. You get the meaning of the original statement. And you
get the meaning of the new statement. And the contrast be-
tween the two yields the fun.

For example:

“Thanks for the mammaries.”

Here the original statement was, “Thanks for the memories.”
Mammaries sounds like memories, and is used to replace it. It is
therefore the Pivot Word. And it yields the comparison of
“Memories of mammaries,” which is as much fun as the original
pun itself.

Here, again, we have a double meaning used deliberately to
give a desired effect. The process in both cases is the same. But
a different kind of meaning was chosen, to give a different
effect.

Let’s review the process. And the kinds of effects we've al-
ready gotten from it:

First, clarity results when we restrict a Pivot Word to only
one meaning. _

Ambiguity results when a Pivot Word has more than one
meaning, and there is no way for our reader to choose be-
tween them.

Witresults when we deliberately shift, in mid-image, a Pivot
Word from one meaning to another.

And a Pun results when we replace one Pivot Word with
another that sounds the same, and let their two meanings in-
teract with each other.

Which leads us to our next deliberate double meaning. This
process has several names, depending on how many words or
images it embraces in your writing.

If it is contained within one word, it is usually called meta-
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phor. If it uses several words or images, it is called symbolism. If
it uses whole paragraphs or pages or episodes, it is called alle-
807y -

In any case, it is the same process. That of building twoe mutu-
ally reinforcing meanings into the same word or image.

Metaphor is the simplest use of this process. It consists of
taking a Picture Word, which has been used traditionally to
yield a certain meaning, and using that word in a sentence
which expands that meaning beyond that traditional usage.

For example:

“The ship plowed ahead.”

Here the Picture Word plow has been given a double mean-
ing, deliberately, based upon its usual meaning of fo turn earth
over with a knifelike instrument.

This original meaning still holds in this sentence. But in-
stead of earth we have the water. And instead of a knifelike
instrument, we have the prow of the ship.

So the literal meaning no longer fully holds. And a new re-
lated meaning, based on it, comes into being.

The meaning of the Pivot Word plow has been enlarged. So
little so that we hardly notice it. And we use it again and again,
to add its original meaning to dozens of new situations where
it fits.

Like this:

“The quarterback spun around and handed the ball to the
fullback, who plowed through the line for ten yards.”

This process of creating metaphors — of adding new, rein-
Jorcing meanings to old Picture Words — is the way our language
grows. It enables you to pile much more image, much more
meaning, much more emotion into all your communications.

Again, it's a process of squeezing two meanings — two re-
inforcing meanings — out of a single Pivot Word.

But you can carry this process even further. You can attempt
to produce two or more reinforcing meanings, not only out of
single words, but also out of entire images. Out of whole sets
of words.

For example, at the turn of the century, William Jennings
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Bryan used this process to coin a slogan that was repeated all
over America:

“You shall not crucify mankind on a cross of gold.”

Now, Bryan was arguing a political issue: Whether America
should go off the gold standard, or stay on it. A literal state-
ment of this issue would have been as dry as dust. So he used
this process of reinforcing double images — which we call sym-
bolism — to make his point unforgettable.

To do this, he took the familiar Christian image of Christ
crucified on the cross. He used this as his base image. And
then he substituted mankind for Christ. And he made the cross
of gold.

Thus, the two images echo each other. They vibrate. They
resonate. All sorts of levels of meaning emerge.

And you can do the same, once you're familiar with the pro-
cess. Our language is full of such basic images. They come
from the Bible, mythology, folk tales, history — all the com-
mon images we share with each other.

These images may be used in a single sentence, as Bryan
has used his crucifixion image above. Or they may be spread
out over a series of sentences.

Or they may comprise an entire story or book, as they do in
James Joyce's Ulysses. When they become this extensive, then
the series of reinforcing double images that comprises them
may be called allegory.

50 we have a whole range of reinforcing double meanings.
Contained in a single word, they are called a metaphor. Spread
out over a series of words, or images, they are called symbol-
ism. And serving as the backbone for an entire story, they are
called allegory .

Thus, grammar imperceptibly blends into literature. The
same mechanisms that create fine sentences also create fine
stories. The fundamental rules carry you from your first words
to your finished book.

And now we come to the last effect that this clarity principle
can give you — suspense.

Suspense can be defined as planned ambiguity. As the pro-
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cess of deliberately leaving the reader unsure of some vital element

in your thought-flow.
For example, every gossip creates suspense in his listener
when he says:

“Who do you think was seen last night with Sarah’s hus-

band?”

The Pivot Word here iswho. It is meant to be ambiguous. To
grip the listener. To secure his attention until the ambiguity is
cleared up by the next statement.

And great writers use the same device. For example, this

opening for a short story:

“Don’t turn around or I'll blow off your head.”

Here, everything is left deliberately ambiguous: Who is
speaking. Who is being spoken to. What the setting is. Every-
thing except the threatening statement, designed deliberately

to force the reader into the next sentence, to discover what is

happening.

S0 even ambiguity can have its value, if it is planned ambigu-

ity. The creation of deliberate suspense.
So there you have them. We started with the clarity princi-

ple. We explored various twists on that principle. And we came

upwithwit .., puns .. .metaphors . . . symbolism . . . allegory . . .
and suspense to your writing.

Once again, the use of such devices adds style to your writ-
ing. They win friends and influence people. They can express
deep emotions or subtle fun.

They add spice to your communication. They heighten,
rather than detract from its overall clarity. They show instantly

that you can master words, and combinations of words, and
the many different effects they can give.
Yet they all derive from spectalized uses of your Picture

Words.They are the frosting on the cake of your thought. And
now let’s turn to the main body of that thought. And, as our
last step in the communication process, see how to develop

that thought from beginning to end.
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Exercises and Applications
for Chapter 9

In these exercises, either fill in the blank or circle the correct
choice.

We have now explored the marvelous effects that Pivot
Words (and Pivot Ideas) can give you. They are, as you re-
member:

Wit. ..

Puns . ..

Metaphors . . .

Symbolism . . .

Allegory . ..

Suspense . . .

Six wonderful ways to make your communication deeper,
broader and far more beautiful for your reader.

1. Andthey all come from a simple insight: That there are
certain Picture Words in our language — called Pivot
Words — that have more than ___ meaning.

2. Andwe can use these multiple meanings — consciously
and deliberately — to gain any of these effects.

What we do, to accomplish this, is simply plan our
double meaning. We seek out deliberate d
meanings, and we use them to amuse, or disturb, or stimu-
late our reader’s mind.

3. The first of these double-meaning effects is wit. And
wit, as we have seen, can be defined as follows:

Wit is the humorous change in a P
W. from one meaning to another in mid-sen-
tence.

4. Most wit, of course, is deliberate. But there is also a
great deal of “unconscious wit” in everyday speech.

Slips of the tongue, for example, make us laugh by
unconsciously changing image in mid-sentence, just as
deliberate wit does.

We have a marvelous example of this in exercise 24 from
the last chapter. There, as you remember, we encoun-
tered this awkward sentence:

“Would you like to join me in a cup of coffee?”

This is unintentional humor. The speaker did not know
he was being funny. And yet, this slip of the tongue uses
exactly the same Pivot Word structure as Robert Benchley’s
carefully-worked-out remark in this chapter:

“I can’t wait to get out of these wet clothes, and into a
dry martini.”

So the “witty” person is the person who uses — delib-
erately — the image-changes that other people use only
haphazardly.

And what we are trying to do here is build that “delib-
erateness” into your communication. We can only do this,
of course, by increasing your awareness of the process of
wit. By training you to recognize opportunities for wit.

We cannot do it by giving you a list of “witty” Pivot
Words. And then asking you to mechanically apply them
to conversations1...2...3... and so forth.

Wit doesn’t work that way. To be good, it has to be
spontaneous. It has to fit the occasion.

Wit is a matter of opportunity. Of knowing the process
of creating wit so well that you almost automatically slip
in the image-change when the conversational opening
occurs.

So, in order to build into you this awareness, and this
ability to shift image, let’s look at the wit of several fa-
mous people. And then analyze how they did it.

5. Let’s start with one of the wittiest men of all time —
Oscar Wilde. Here is one of his most famous remarks:

“Thirty-five is a very attractive age. London society is
full of women of the very highest birth who have, of their
own free choice, remained thirty-five for years.”

Here, of course, the Pivot Word is - .

The first time it is used here, thirty-five means the chro-
nological age of a person. The second time it is used, how-
ever, thirty-five means the stated age of a person.
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It is the difference in these two meanings -— the shift
in meaning from one to another — that constitutes the
surprise here, the kick, and the wit.

Here, then, meaning-shift equals wit.

But meaning-shift can be used much more subtly than
this. And Wilde is a master at doing it. For example, in
this famous line:

“Life is much too important a thing to ever talk seri-
ously about it.”

Now I'm sure you can see the meaning-shift here at a
glance. It takes place, not in a single Pivot Word, but in
two. In the contradiction between the accepted meaning
of important and the accepted meaning of s .

We tend automatically to assume that something that
is important must also be serious. Wilde says No. And in
s0 doing, tricks us into a deeper understanding.

Now let’s move from the nineteenth century to the
twentieth. And see how another great English wit, George
Bernard Shaw, uses the same device of meaning-shift to
achieve his effect. Like this:

“My way of joking is to tell the truth. It's the funniest
joke in the world.”

Here, again, contradiction is used as a weapon of wit.
The Pivot Word here is t :

8. And the contradiction is attained by equating, in the
second sentence, this #ruth with a .

We don’t expect it. It startles us. And, consequently,
makes us think more deeply.

Now let us shift from England to America, and from
men of letters to men of action. In fact, to presidents.

Let us start with Abraham Lincoln. And see, from his
examples, how wit can be used to add sharpness to com-
mand.

We begin with a telegram of reprimand, to General G.
B. McClellan:

“I'have just read your dispatch about sore-tongued and
fatigued horses.
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Will you pardon me for asking what the horses of your
army have done since the battle of Antietam that fatigues
anything?”

The Pivot Word here, which is repeated in both sen-
tences, is, of course, |

10. And now, the use of wit to spur action. In a telegram

11.

from Lincoln to a different breed of general, Ulysses S.
Grant, in April, 1865: |
“General Sheridan says, ‘If the thing is pressed, I think

Lee will surrender.” Let the thing be pressed.”

The Pivot Word here is ’

The meaning-shift here is one of emphasis: The de-
mand that a potential situation be converted into an ac-
tuality.

Notice, incidentally, how incredibly strong the use of
wit here makes this short command. Lincoln could not
have phrased it as powerfully with a hundred more words.

Where does this power come from? From the fact that
wit — like other forms of humor — is completed, not on
the page, but in the reader’s mind.

Here, for example, Lincoln sets up the meaning-shift
with his repetition of the Picture Word pressed. But he lets
Grant complete it. He lets Grant derive the final meaning
himself. He does not tell Grant to intensify the attack. He
implies it. He makes certain that the logic of his state-
ments will cause the idea of intensification to occur in
Grant’s mind. And the command gains great electricity
by the very fact that it is left incomplete on paper, to be
completed by Grant. |

Now, as a final example, let’s shift again — to our own
time — and to Jack Kennedy. Kennedy knew very well
the cutting edge of wit. But he also used it continuously
to kid himself. To make himself more human and likable
to the country he represented. |

For example, almost immediately after being elected,
he said this at a Washington testimonial dinner:

“When we got into office, the thing that surprised me
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12.

13.

14.

15.

most was to find out that things were just as bad as we’d
been saying they were.”

The Pivot Word here concerns Kennedy’s discovery that
his own campaign claims were true. It is the Picture Word,
su working in conjunction with the phrase,
to “find out that things were fust as bad as we were saying
they were.”

So, wit is our first Pivot-Word effect. Qur second is the
pun.

As you remember, puns are created by taking a familiar
statement, and replacinga P W in that
statement with another word which sounds just about
the same, but which has a different meaning.

So let’s look at a few puns. And analyze how they were
put together.

Here’s one used by Lawrence Durrell, the fine contem-
porary English writer. Supposedly, it was asked of one
gourmet by another:

“Is there a life beyond the gravy?”

Yes, it hurts. All puns hurt a little. That’s why some
people call them “the lowest form of wit.” Although oth-
ers (such as Marshall McLuhan) consider them the high-
est form.

In any case, the Pivot Word here is .

And the original word, from which it takes off, is

So, from Is there a life beyond the grave, we go to Is there
a life beyond the gravy. You can see the shift in meaning;
From the profound to the trivial.

And you can see how the two meanings resonate —
how they continually play in and out of each other as you
keep comparing them back and forth.

This is why so very many intellectuals love puns — be-
cause they dredge up so many levels of meaning simulta-
neously.

Here’s another one from the food field:

“What a friend we have in cheeses.”
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Here, the Pivot Word is .
16.  And the original word, from which it takes off, is

The shift in meaning is from the religious to the trivial.

17. Now let’s shift jeers, and look at two of the most pro-
found users of puns today — James Joyce and Marshall
McLuhan.

McLuhan, in discussing the fantastic growth rate of Ja-
pan today, used this one: |

“Goodness Geishas me!”

Here, the Pivot Wordis __ .

18.  And the old Picture Word it replaces is .
19.  And Joyce topped him with this one, from Finnegans
Wake:
“I never open me mouth but I put me feed in it.”
20. Here, the Pivot Word is .
21.  And the older Picture Word it replaces is .

If you think about it for a minute, you can see the vi-
brating levels of meaning that come out of such a simple
shift as this. |

22.  And, like all stylistic devices, puns have practical uses,
as well as purely decorative ones.

For example, in a debate, Prime Minister Trudeau of
Canada was asked:

“Aren’t you some kind of a communist?”

To which he replied:

“No, I'm a canoeist.”

End of debate. Point won. Crowd pleased. Opponent
demolished. All because Trudeau understood what the
shift in meaning between and could
do in a situation of this kind.

23. 5o, now we've explored puns. And we can go on to our
third Pivot Word device, the metaphor.

Our language, of course, is incredibly rich in metaphors,
and coins them all the time. This, once again, is the way it
Zrows.

A metaphor is created bv taking a Picture Word. which
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24.

25,

26.

has been traditionally used to yield a certain meaning,
and using that word in a sentence which expands that
m _ beyond that traditional usage.

Once again, most people think of metaphors as literary
devices. Which they are, of course. But they are also im-
mensely practical tools for everyday business and social
life.

Why? Because they can sting people’s minds. Expand
their awareness. Cause them to think of problems and
opportunities in different terms. And make news doing it.

For example, this quote from the New York Times:

“Psychoanalysis is vanishing,” says Dr. Szasz. “The bark
s still there, but the molars are gone.”

The punch of this statement rests on two Pivot Words:
b and m . They bring up the meta-
phorical image of a dog who has grown old, and can only
warn, but no longer hurt.

Advertising is one of the richest sources of new meta-
phor. For example, this ad by the Young and Rubicam ad
agency for itself:

u A winning smile becomes a winning commercial when
the selling message has teeth in it.”

Here, the metaphor starts off with smile. And then sur-+
prises us with a twist at the end when the Pivat Word,

is suddenly brought in. '

In this sentence, metaphor and wit merge. The result is
punch — impact - attention. The kind of attention that
creates fortunes. -

Notice the simplicity and shortness of these sentences.
And yet their enormous power. More proof that, in coin-
munication as well as in surgery, a scalpel is better than a

sledgehammer.

But it’s important to remember, 00, that metaphor —

as well as wit — can make us laugh. Returning to Oscar
Wilde again, we find:

#Women give to men the very gold of their lives. But

fhev invariably want it back in small change.”
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He.re, the metaphor begins in the first sentence with
the Picture Word g_- .And then surprises us at the
end of the second sentence with a further twist in meta-
phor, contained in s c .

27, At this point, when metaphor is piled upon metaphor,
we are coming close to our next Pivot Word device: Sym-
bolic discourse.

~ Here, we have a series of reinforcing double images -—
one after the other — that may go on for pages, or even
entire chapters or boaks.

For example, this moving passage from George Ber-
nard Shaw’s Saint Joan (when Joan is being condemned
to the stake by her captors).

JOAN. 1 know your counsel is of the devil, and
that mine is of God.
JUDGE. You wicked girl: If your counsel were of

God would He not deliver you? -

JOAN. His ways are not your ways. He wills that

I go through the fire to his bosom; for I am His child,

and you are not fit that I should live among you.

That is my last word to you.

Here, again, simplicity is combined with style to pro-
duce great profundity, Joan’s last speech abounds in meta-
phors: Fire . .. bosom . . . child. All of which add great po-
etry and depth of feeling to her simple words.

Sa we have seen — with the use of wit, puns, metaphors, and
symbolism ~— how to add surprise and laughter and depth and
power to our simplest statements.

Suspense and allegory also work on the same Pivot Word
?fchanism th?t we have already explored in these exercises.

ey are sim
congi are ol ply more elaborate than the examples we have
_ 50 we have finished with the devices of adding style to our
individual sentences. Now we go on to our final step: To unify
these sentences into a complete and coherent overall discourse.




Chapter 10

Elaboration —

How to Develop

Your Flow of Thought
From Sentence to Sentence

S O LET US now take one last review. And then go on to our
final step in the process from grammar to communication.

Both grammar and communication are concerned with one
goal: To transfer your thoughts into other people’s minds.

What you wish to transfer, however, is not just a single
thought, but complete flows of thought. Thought-flows as com-
plicated, for example, as a novel, or a business report.

To accomplish this transfer, you divide that flow of thought
into several different, but overlapping steps.

First, as we have seen, you compose each individual sen-
tence.

Then you link each pair of sentences together.

And then (but actually at the same time) you take your core
ideas — the ideas you really want your reader to understand —
and you develop each one of them in the stream of sentences.

This is the process of elaboration. And we shall spend this
chapter studying it.

Here is how it works:

We will assume that you introduce your reader to your first
core idea in your first sentence. Let’s start with the simplest
possible example, and the one we know best: Harry.
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As you remember, our first sentence about poor old Harry
went like this:

“Yesterday, I hit Harry.”

Here, in this first sentence, you have expressed your first
core idea that you hit Harry.

Now, you have chosen this core idea deliberately. You knew
that it was out of the ordinary. That it was shocking. That it
would grab your listener’s attention immediately.

Her mind is now focused on the fact that you suddenly hit
Harry. She wants to know why? How? With what result?

She is ready for more detail. For your next sentence. For the
further development of this “startling” thought.

So you go on, to give her the elaboration she now wants.
Like this:

“Lhit him because he is a low-down, miserable son of a gun.
I kit him because I was at my wit’s end, and I decided that I no
longer cared about the consequences.

“I hit him till he fell down. And then he begged me to stop.
And then I walked away.”

Now; let’s look at this stream of sentences, and pick up the
following information from them: '

1. What is the core idea?

2. How is it elaborated?

3. How is it summarized, or terminated?

4. How is it transferred (or bridged, or connected) to the
next core idea?

Here are the answers to these questions:

1. As we have seen, the first core idea is the fact that you
have hit Harry. It is a startling action, unexpected by your
listener, and therefore capable of riveting his attention.

2. This core idea is elaborated, in the second and third
sentences, in this way: By giving your motives for doing it.
These motives are:

because he is a low-down, miserable son of a gun . . .

because I was at my wit'send . . .

and because 1 decided that I no longer cared about the
consequences,
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There are thus three motives. I have italicized the Con-
nectors that tie them in to the core idea.

As you can see, all of them are reasons-why. In the first
two images, the Connector because shows this reason-why
relationship to your reader. In the third image, it is im-
plied by the Connector and, and sentence-structure ex-
pectation.

3. But the use of and in the third image also performs an-
other task for us here. It also signals the reader that you
are through giving her the reasons why you hit Harry.
That you are through with this second core idea.

Thus, she knows that you are now ready to pass on to
your next core idea. .

4. Andyou do this in the next sentence: I kit him till he fell
dow.

Here, you repeat your first core idea, hit, which is an
action. Then you transfer it to a second action, fell. And
you bridge the two actions by the Connector, #ll.

Thus, in this sentence, you have switched from the mo-
tives for an action to the continuation of that action. You
are now leading your reader into a straight narrative se-
quence, showing her what happened next.

This narrative sequence is then continued in the next
two sentences:

“And then he begged me to stop. And then I walked
away.”

Now you have given your reader two further actions —
begged andwalked. And the Connecting Words that bridge
these two actions, that tie them in to the rest of the
thought-flow, are and then and and then.

So, in these three paragraphs, you developed at least three
core ideas. In the first paragraph, you stated an action. In tl}e
second paragraph, you gave your reasons for doing it. And in
the third paragraph, you told your reader what happened next.

And you used linking Connectors as bridges each step pf |
the way. And you also used the condensing Connectors him
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and ke, so your listener would be sure to remember that it was
old Harry that you were hitting all the way.

This, then, is our first example of the process of elaboration.
The process of developing your flow of thought, from sentence to
sentence.

And the general rule for this elaboration process is simply
this:

Choose a core idea. Tell your listener all the details he has to
know about it, in as many sentences as this takes. Then connect
that core idea on to the next core idea. And then go on from there.

So elaboration involves these three steps:

* Choosing your core idea.

» Choosing the way you want to elaborate it.

* And choosing the way you're going to bridge it into

your next core idea.

In fact, writing, or speaking, or communication of any kind
can be considered a continually developing stream of elabora-
tions. And each of these elaborations may consist of one or
more sentences.

50 — just as you have already built words into images, and
theninto sentences — now you can build sentences into elabo-
rations. '

Each of these elaborations takes a core idea, and tells your
reader as much about it as you think he has to know. And
then it bridges in to the next core idea.

Now, we can give a name to this change from one core idea to
another. We can call it change of focus.

This name is a metaphor, of course. It comes from the mov-
ies. From that moment, for example, when the camera changes
focus from a close-up to a long-shot.

Before that moment, the movie viewer has seen one kind of
picture. After it, she sees another. The continuity of the scene
continues, but she is now watching it from another viewpoint.

We can do the same thing in verbal communication, in talk-
ing or writing. When we shift from one core idea to another,
we change focus. And we should express that change in focus by
beginning a new paragraph.
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Now, what is a paragraph? It is the second arbitrary division
— the second arbitrary resting place — between your two funda-
mental kinds of words, and your complete flow of thought.

The first resting place, of course, is the sentence. Its func-
tion is to provide your reader with a place to rest, after he has
absorbed as much of your thought as he is capable of at one
time.

The length of any sentence, therefore, is arbitrary. This means
that it has an upper limit, but not a bottom one. And that
there is a whole range of choices available to you in between
these two limits.

The upper limit, of course, is fixed by the maximum amount
of detail that any reader can understand at one time. As we
have seen in the chapters on simplification, if you exceed this
limit, you lose or confuse him.

But, as we have also seen, there is a huge range of choice
available below that upper limit. It can go all the way down to
one or two words.

And you can choose from that range as you please. It doesn't
matter how long or short that sentence is, as long as it:

¢ is immediately understandable;

¢ has, if possible, a pleasant effect (style);

e and develops and elaborates on your flow of
thought, as it picks that flow of thought up from
the sentences in front of it.

And exactly the same procedures work for paragraphs. Just
as sentences are collections of words, so paragraphs are collec-
tions of sentences. And just as sentences have an upper limit
(understandability), so paragraphs have an upper limit (focus).

In other words, a paragraph should be no longer than the num-
ber of sentences it take to elaborate one core idea.

When you shift from one core idea to the next, you should also
shift into a new paragraph.

Take the Harry example above. lts first core idea was hit.
This was simple and needed no elaboration.

So you went on to the second core idea — the reasons why
Harry was hit. And you started a second paragraph for these
reasons-why.
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It took two sentences to list these reasons-why. Both of these
sentences were contained in your second paragraph.

Then you were through with the reasons-why, and wanted
t0 go on to your next core idea — the narrative sequence of what
happened next. So you started a third paragraph to show this.

And this third paragraph took three sentences. But they all
continued the same narrative sequence.

Had you wanted to give more detail to each of these narra-
tive steps, however, you might have given each of them a sepa-
rate paragraph. In this case, you would have made the change
in focus the transition from one action to the next.

So change in focus is arbitrary. You choose it. You choose
the point where you want to shift from one viewpoint to an-
other. Just as you have already chosen how long, or how short,
you want your sentences to be.

And you make those paragraphs shorter, or longer, to
achieve all these effects: :

Greater simplicity — if you are dealing with a complicated
process that requires a number of short, separated steps.

Emphasis on certain thoughts — which can be made to stand
out if they have their own paragraphs.

Avoidance of monotony — interspersing long paragraphs with
short ones.

Style — for example if you wish your style to be character-
ized by short simple paragraphs, with lots of white space be-
tween them. This is what I do.

So there you have paragraphing. One core idea and its elabo-
ration — one paragraph. Don’t overload your paragraphs any
more than you do your sentences.

Now, how many ways are there of elaborating these core
ideas? Are there elaboration-structures, just as there were sim-
plification-structures?

The answer, of course, is yes. We have already seen two of
them in the Harry example above. They are: Reasons-why. And
narrative sequence (or story line).

The first is an extremely limited line of elaboration. The second
is almost infinitely expandable. Let us, therefore, start with it.
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1,

2.

3.

Narrative sequence is the most common elaboration-
structure in our language. Every story, every novel, every
movie makes use of it.

It is simply the technique of taking an actor, and put-
ting him through a series of actions in time. The actions
follow one after another. And as they do, your reader
learns more about your actor, and your story.

The time sequence provides the structure for your story.

If you follow it exactly, you will have no trouble in orga-

nizing your thought-flow. If you violate it (by flashbacks,
for example), then you must signal your reader in advance
that you are doing so. _

There is no need to give an example here. Any good
novel or short story will give you the idea.

Reasons-why. This elaboration-structure, like all the rest
to follow, is much more limited, and cannot be used to
organize an entire thought-flow. Instead, it organizes part
of a thought-flow, and then gives way to another elabo-
ration-structure.

As we have seen above, reasons-why are both a person’s
motives for doing something, and the reasons why some-
thing is so. In a narrative, such as the one about Harry,
they usually come after the action. They tell why it was
done. And then they give way, usually, to the next action.

Causes for an event. This elaboration-structure is closely
related to the reasons-why. But it differs from it in that it
deals with objective events, rather than personal feelings.

When you report that something of importance has
happened, your reader would like to know why it has hap-
pened. If you want him to gain an understanding of the
event, your job then is to give him its causes in as simple
and clear and direct a manner as possible.

Something like this:

“The recent stock market crash was caused by the
following factors:

“1. Tight money. Which limited the funds avail-
able for corporate expansion.
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“2. Declining earnings in various former ‘growth
areas’ of the economy.

“3. Asubsequent collapse of investor confidence
in a perpetual growth economy . . .”

And so on. Notice that the elaboration-structure here
is merged with the simplest possible form of presenta-
tion. In the first sentence, for example, the reader is sig-
naled that the causes are to come. And each cause is given
its own separate paragraph. And each paragraph is num-
bered.

Thus, a complicated series of causes is made simple
through the techniques we learned in Chapter 6.

And then, once all the pertinent causes have been listed,
you may then, if you wish, pass on to:

4,  Effects of an event. This shows what happened because
of the event. It shows the effects in the future of the event,
just as the causes showed its growth in the past.

And, once again, it should be presented as simply as
possible, something like this:

“As aresult of the crash, the following effects were
felt by the economic community:

“1. The immense profits made by Wall Street
suddenly stopped.

“2. Public offerings of stock for new and untried
firms dried up.

“3. Price-earnings ratios (the evaluation of fu-
ture earnings by the market) were drastically re-
duced . ..”

And so on. Here again, the simplest possible structure
is used to present this rather complicated material.

5. How an event unfolds. This is not a presentation of the
causes or effects. It is, rather, the appearance of the event
as it has unfolded itself at the moment.

Like this:

“The first faint warnings of the impending de-
cline were felt in December of 1968. At that mo-
ment the Dow-Jones Index topped out, at 988.
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“Month after month thereafter, it slipped lower
and lower — moderately at first. But then, in Janu-
ary 1970, the rate of decline steepened. And a grow-
ing gloom, and then panic set in .. .”

And so on. Here the words serve as a movie camera,
seeing only the surface of the event. They do not probe
beneath the surface, just as description of a person does
not probe beneath her surface appearance, or examine
her motives.

6. Contrast. Here you show the difference between the core
idea you are describing now, and another one. Like this:

“How different were these dismal months from
the holiday mood of the late sixties.

“Then, stock prices climbed almost every month.
Old standbys increased by half their value in a year.
Growth companies shot up four and five times. New
issues often trebled the very first day they were of-
fered to the public. ..”

And so on. One idea — or situation — or person — or
event — set against another. So that both stand out more
clearly.

7. Example. Here you go from the general to the specific.
From principle to application. From abstract to concrete.

To do this, you stow down the pace, and fill in the de-
tail. Like this:

“Perhaps the perfect example of this catastrophic
change is Ling-Temco-Vought. When it first came
out in 1963, it traded at 3. In the ensuing years it
climbed to 35...46...67...109...132... and
finally, without pause, to 168.

“Then came the panic, and it began its long down-
ward slide. Millions upon millions of dollars of value
simply evaporated away from it. Until finally, on
May 15, 1970, it closed at 6 ¥% . . .”

And so on. You can, at this point, continue with other
examples. Or shift back to the overall view of the event.
Or go back to its causes, or its effects.
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At this moment, or at any moment, several elaboration
strategies arc open to you. You can pick and choose as
you want.

Documentation. This is the process of bringing in proof
to your thought-flow. This proof may consist of quota-
tions from respected authorities. Or stafistics or other fig-
ures. Or tests.

Usually they are simply reproduced within your
thought-flow. Like this: - '

"Was this slump as disastrous as that of 19297

Just listen to the words of the nationally respected

economist fohn Kenneth Galbraith: . . .” And then

you would reproduce Mr. Galbraith’s words as he
spoke them. Or, if you wish, abridge themn to give
the heart of their meaning to your reader as quickly

as possible.

 Instruction. This is the process of teaching someone how
to' do something. It consists of presenting a number of
steps, one after another, 5o that a task may be completed
correctly from beginning to end.

It is most conveniently addressed to a second person,
you. Therefore, since after the first sentence the actor is
always the same, there is no need to repeat the word you
for each step. Instead, you can start each step with its
proper action.

Certain obvious rules should be followed, but usually
are not:

e TFach step should be made as small as possible.

e Each step should be in the proper order.

e All steps should be included.

¢ The proper Connectors should be used between
each step.

¢ The goal of the process should be mentioned at

* the beginning. And it should be mentioned again

at the end, so the reader knows that he has
arrived at it.

—

RPN, [P

How To Develop Your Flow Of Thought 225

“Most people do not know how to open a book.
Here is the right way: -

“First, take the book in your hands, and open the
front and back covers till they are parallel with the
binding.

*Then close the book again. Then take the first
ten pages, and bend them out till they are parallel
with the binding,

“Then take the last ten pages. And bend them
out in the opposite direction till they are parallel
with the binding .. .” '

And so on. As you can see, instruction is the art of vi-
sual writing. Your images should be of concrete detail.
Your reader should see the images in them as clearly as if
you were drawing her a series of sketches.

Explanation. This is the process of telling someone how
something works. Itis, in essence, a series of causes. This
canses this, which causes this, which causes this. And s0
On.

Tt is best done as a series of small, simple, logical steps.
The same rules for instruction follow here, though in this
case you are talking about a third object or event, instead
of your reader.

Again, the right Connectors are essential. If your reader
doesn’t understand the relationships between the steps,
he can’t understand how one causes the other.

Here is an ordinary example:

“Here is how a camera works:

“First of all, it has a lens. A lens is a piece of spe-
cially constructed glass that lets light in from the
outside world to the inside of the camera.

“(n the inside of the camera, atits very back, isa
roll of film. This film changes when light from the
lens hits it. And, when that light hits it, it repro-
duces the exact scene that the lens sees, right on
the film.

“So you point the camera at a scene you want 10
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capture — let us say, the face of your child. And then

you let the light from that scene come through the

lens into the camera. And that light falls on the film.

And the film changes. And you have the face of your

child, captured forever on that film . . .”

And so on. Notice how important the Connectors are.
Notice how important repetition of the main elements is.
Notice how important simplification is, and the breaking
up of the overall process into the smallest possible num-
ber of steps.

Notice also how explanation incorporates many other
elaboration structures within itself. It uses description,
cause, effect, narrative sequence, example, and especially
the next elaboration structure:

Definition. This is the process of introducing the new in
terms of the familiar. It is one of the most important of
the elaboration structures. It has great bearing upon the
simplicity and clarity of your thought-flow. You will use it
over and over again. So let us examine it again in some
detail here.

Definition is required in two circumstances. First, when
you are using a word that your reader has never encoun-
tered before. And second, when you are using a common
word in a new way.

In either case, your reader must know the meaning of
that word, or she cannot understand what you have to
say. And you must state that meaning in words and im-
ages that she already understands.

So you must take the new, and rephrase it for her in terms
of the old. This is the process of definition.

Its structure is simple. It revolves around the identity-
Connector is.

To define a new word, you set it in front of is. And
then, on the other side of is, you put a series of old words.
Words the reader is already familiar with.

Thus, the definition-structure looks like this:

A is B plus C plus D plus E.
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For example:

“A lens is a piece of specially constructed glass
that lets light in from the outside world to the in-
side of the camera.”

The term lens is new. It is a technical term. The reader
has not encountered it before. Therefore, it must be re-
lated for her to something familiar.

She already knows glass. Therefore, you tell her that it
is a special kind of glass. This gives her a familiar image
that she can visualize, that her mind can start with.

And then you tell her how this piece of glass is special.
Because it lets light in from the outside world to the inside of

the camera.
Allthese words she is familiar with too. Now she knows

| that it is a piece of glass. And she knows why it is differ-

ent from other pieces of glass.

Thus, you have taken her from the unfamiliar to the
familiar, From the new to the old. From the threatening
to the comfortable.

Sometimes, however, just one word will do this com-
plete job. For example:

“Sleazy is grimy. Or dirty. Or filthy.”

Here, you are defining by using synonyms — old words
that mean the same thing as the new word.

Of course, some new words need a great deal of defini-
tion. It may take whole paragraphs, or even a whole book,
to define them.

In that case, their definition will incorporate other elabo-
ration structures within it. It may include description,
definition, explanation, and all the rest.

But always try to keep your first definition as simple as
possible. Give your reader as fast a definition-picture as
possible in your first definition-sentence. And then, when
he has a general idea of what the word means, go on to
fill in more detail as you need it.

In any case, when he has made the connection between
the new word and the old word or words, when he has
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his clear image of that new word, your job is done. Your
reader should now be able to recognize the new word
anywhere, and pull out that image immediately, the mo-
ment he encounters it.

12.  Definition — being like something else. We use this form
of definition every day, to let other people know that
something that just happened felt like something else, or
seemed like something else.

This is not dictionary definition. It is not a fixed, uni-
versal definition, but a new, personal, spontaneous defi-
nition. Later, if it is powerful enough, it may pass into our
dictionaries, as slang does so often. But, at this time, it is
in the like stage, rather than the s stage.

Tts structure is the same as the is definition. “A is like
B _

For example: “Running a country is Jike running a mar-
riage. You can’t build it on lies.”

13. Logic. This is the process of working out a conclusion
from its premises. In it, you start with known facts, and
combine them to gain facts that were unknown when you
started.

Here is a very simple example:

“That little boy is crying. That woman over there

is runming frantically around, as though she had lost

something. I wonder if he couldn’t be lost, and she

couldn’t be his mother,” '

Or, to use a classic example:

#All men are human.
“Aristotle is a man.
#Therefore, Aristotle is human.”

Logic, therefore, is the art of linking relations in a new
way. It is therefore, intimately dependent upon Connec-
tors. It hinges upon the Connectors is, are, and therefore.

It is also the art of arranging overlapping definitions
So that two definitions (All men are human and Arisfotiz is

_a man) produce a third (Therefore, Aristotle is human).
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It is an extremely powerful structure of thought. And
much of our civilization is indebted to it.

So there you have them. Thirteen elaboration structures to
help move your thought from beginning to end. From intro-
duction to conclusion.

There are more of them, of course. These are only a start. It
would pay you to keep your own list, and add a new structure
each time you encounter it.

Above all, however, all of these structures are not rules, or
matrixes, or formulas at all. They are simply opportunities. Tiley
are to be chosen when you see fit to use them in your thought-
flow. To be altered to fit that thought-flow. And to be dis-
carded entirely when you do not see fit to use them.

There is no rigidity about them. You are not a machine. You
are a creative human being. These rules, therefore, are only
guidelines for your own powers of invention and expression,

They give you the verbal tools to work with. But you can
combine and blend them as you will.

They are much the same as being shown the right way to
hold a golf club, and swing. When you are first shown this
new way, you will be stiff, and your swing will be unnatural.

In other words, you will be consciously following the rules
And you will therefore be swinging mechanically. .

But after a while, you will get used to these new rules, and
then they will fade from your mind, and become part of your
reﬂexes. You won’t memorize them, or recite them, or even
think about them. They will simply by then be part of the way
you do something. But this time, you will do it more effec-
tively — and more easily.
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Exercises and Applications
for Chapter 10

So now we have explored communication from the first
words you set down on paper to the final discourse.

We have seen that words combine to form images. Then
the images combine to form sentences. Then the sentences
combine to form core ideas and their elaborations. And then
the core ideas combine to form your final discourse.

This is the process of communication. And grammar is the
tool we use to tie it all together.

What is new in this chapter is the last step of this process:
elaboration.

For the following exercises, circle the correct choices and fill
in the blanks.

As we have seen, elaboration is the process of developing your
flow of thought, from sentence o sentence.

1. You do this in the following way:

You choose a core idea. You tell your listener all the
details she has to know about it, in as many sentences as
this takes. And then you connect that ¢ onto the
next core idea.

2. So elaboration involves these three steps:

* Choosing your core idea.

* Choosing the way you want to elaborate it.

* And choosing the way you're going to bridge it into
your next :

3. Let’s put this process to work a few times, and become

familiar with its nuts and bolts.

Let’s start with this example:

“The first movement in the standard Armed

Forces morning exercises is called the Jumping Jack.

Here’s how you do it:

“Stand erect, with your hands at your sides,

and your feet spread comfortably apart.

“Now, at the count of 1, jump. Let your feet
shoot out till they are about twenty-four inches
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apart. And let your hands circle out till you clap

them above your head.

“Then, at the count of 2, resume the starting
position. Bring your feet together again. And let
your hands fall to your sides.

“At 3, jump again. At 4, resume the starting
position. At 5, jump again. And so forth, until you
have done 100 counts.

“You are then ready to begin the second ex-
ercise — the Deep Knee Bends . . .”

Here we have the simplest elaboration structure of all —

instruction.

The core idea here, in all these sentences and para-
g'raphs, is how to perform the first e the Jump-
ing Jack.

4. The introduction to this core idea is given in the first

5. P That paragraph names the exercise, and tells the reader
that he is now about to learn howto it

6. The thought-flow then shifts focus, in the next para-
graph, into the first position of the exercise. Since there is
a shift in focus here, weuseanewpa_____ .

7. The second paragraph therefore, shows the starting
position of the exercise.

We then shift focus again, into the third

8. In this third paragraph, we show the second position
of this exercise. And we tie the third paragraph into the
second paragraph by beginning it with the time Connec-
tor N

9. Inthis third paragraph we wish to describe the second
position to our reader completely, To do this, we have to
use sentences in this paragraph.

10. But since these three sentences all have the same fo-
cus — the second p of the exercise — they all
belong in that same paragraph.

11. Now, however, we shift focus again. We tell our reader
that, at the count of 2, he is to resume the s po-
sition.
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12.  So, because we have shifted focus again, we start a new

again.

13.  And, to tie this fourth paragraph again into our flow of
thought, we start it with another time Connector,
t .

14.  Again, we wish to describe thoroughly what happens
to our reader when she resumes the starting position. So
we use sentences in this paragraph to do so.

So now we have described the full exercise. We have
shown our reader the starting position, and the spread-
apart position. And then we have brought her back to the
starting position again.

15. She now knows the full exercise. And we can shift

again, and use the fifth paragraph to tell her
how many times we want her to do this exercise each
morning.

When she has done 100 counts, she is finished with
this first exercise. And we have given her our first core
idea.

16.  So, in our next paragraph, we are now ready to make
the transition to our second

17.  This second core idea is the s
Deep Knee Bends.

18.  And we use, as our bridge between these two exer-
cises, the time Connector t .

19.  Sowe have stated a core idea. And elaborated it in five
paragraphs. And used the sixth paragraph to make the
transition between it and the next core idea.

We have used, as our example, the simplest elabora-
tion-structure; In_____ .

20.  But we could just as easily have used the other elabor-
ation-structures: Narrative ... reasons-why . .. causes. ..
effects. .. description ... contrast... examples. .. explana-
tion ... definition . .. logic. .. or the rest.

In all these cases, the same basic procedure would have
held: '

exercise — the
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¢ First, choose a core idea.

¢ Next, choose the way you want to elaborate on it.

e And finally, choose the way you are going to bridge
it in to your next .

Now, in each one of these elaboration-structures, the
shifts in focus will take place in different spots. And you

- will start new paragraphs to indicate these shifts.

For example, in narration, a standard shift in focus (and
therefore new paragraph) takes place when a new char-
acter begins to speak.

Like this:

“But you can’t leave me like this,” she said.

“But I can,” he replied.

“But what about everything you’ve promised me?” she
whined.

“That was three lifetimes ago,” he snarled back at her.
 And so on. This, incidentally, is one of the reasons fic-
tion is so loved by millions of people. Not only for its con-
tent. But because its dialogue allows for constant short
shifts of focus. And thus, short p . And thus, easy
reading.

Description can be handled the same way. Take ‘Ehe
description of a person, for example. You can describe
her entire appearance in one paragraph. Or you can use
separate paragraphs for her face, her body, her clothes, etc.

The choice is up to you. As we’ve seen, you can make
your paragraphs longer or shorter, just as you have the
choice of making your sentences longer or shorter.

The same freedom of choice holds for reasons, causes,
effects, examples, and documentations. We have seen ex-
cellent examples in this chapter of how they can all be
broken down into small, simple paragraphs, so the reader
can grasp them at once.

So let’s leave my examples, and work on one of yours.
Right now, why don’t you choose one of the elaboration-
structures, and let’s work out its development from core
idea to core idea.
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n1.  You start by choosing your first core idea. Write it in
your first sentence here:

72, Now name the elaboration-structure you ate going to
use to develop it here:

23. How are you going to bridge between the introduction
of your core idea and its first elaboration? Write your trans-

ition phrase or sentence here:

24. Now limagine you are ready for your first shiit in fo-
cus. So write your second paragraph here:

5. What Connector did you use in that second paragraph
to tie it in with the first? (Or in the first, to signal the

development of the second?) Write it here:
26. Now you shift focus again, and write your t

graph here:

hird lpara~

27.  Write that paragraph’s Connector here:
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28.  And now write your fourth paragraph here:

29.  And your fourth paragraph’s Connector here:

30, . And now Ietf s limit this elaboration of that first core
ideato the previous four paragraphs. So you are ready t |
switch to a new core idea. R

White that transition sentence to that new core idea here:

And so forth. As i i
- As you can immediately see, we hav
bg{fndhmere exercises, and into actual discourse itselfe 5o
- aorte te;'] l?;ords, you are 1now professionally communicating
_ g someone else — either by speaki -
ing — your thoughts. You are usin T e P
ing — 3 . the tools you h
in this bock to achieve ; e i
your own ends. But you a i
yond the power of the book i e
‘ : itself to hel
eferchveness in attaining these ends. P you contxol your
» $ (ifgsrhv;‘?édti yfu lare_YOH_ your own. You are the judge
: ¢ tools. ( ideas
neztito prens thern, ou have the ideas. You have the
d it only remains f
L s for you to put th
. _ put them together.
galn, good luck — and good communicating. gether. Onee
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Chapter 11

If You're Going to Say it . ..
Say it Well!

AS YOU'VE SEEN, this book is not about what you think,
but how you say what you think. Because sometimes, how you
say something is as important as what you say.

Let me give you an example. Let’s say that you, like most
people, are dissatisfied with the way things are going in this
country recently. And let’s say that you want to express this
feeling — in either a social conversation, or a business confer-
ence, or even a speech in front of a group of people. So you're
going to put words together, to express this feeling. But how
are you going to put those words together? Are you going to
say it in a straight, bland, completely forgettable way, like this:

“I think that this country is running downhill, and things are
getting worse every day.”

This expresses the thought all right. But it does it in such a
way that you sound like everybody else . . . that your audience
will yawn when you say it . . . and they’ll forget it one minute
later.

So how do you do it in a way that makes this perfectly true,
but rather common thought seem brand-new again? That gives
it punch? That not only informs your audiences of what you
think, but gives them a smile as well? |

Well, you take the same basic thought, and you rephrase it
something like this: |

“There has been a lot of progress during my lifetime, but I'm
afraid it's headed in the wrong direction.”

pleie]
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See the difference? Both sentences express the same thought
But the first is predictable and flat as a pancake . . . while the
second sentence takes you by surprise, amuses as well as in-
forms you, and makes the thought stick. In fact, it's quotable,
Other people will pick it up, remember it, and use it on their
friends. And they may very well tell them that it comes from
you, just as I'm now informing you that it actually comes from
Ogden Nash.

Now, why would anyone want to talk in flat sentences like
our first example, when she could just as easily talk, and write,
in punchy sentences like our second example? And when she
could fill every one of her conversations, or reports, or letters,
or speeches with exactly this kind of quotable phrase — not
copied from someone else, but manufactured by herself, to
order, right on the spot. :

All right. You'll agree to all this, I'm sure. Of course you'd
rather express yourself like this. But how do you do it? Until
now, the only people who could express themselves that
memorably were writers, artists, and other natural-born
“phrase-makers.” And all the rest of us could do was copy
them.

That was — until now!

You see, what's happened in the last few years is that we've
discovered the rules that make these punchy statements work.
These are the very rules that these “brilliant” phrase-makers
used themselves, although I think they did so unconsciously.

But now these rules have been made conscious, and delib-
erate, and are quite usable by everybody. These rules are based
on a few simple facts — which you've just read in the first part
of this book. There, these rules are used in a straightforward
direction, to help you speak clearly, so that anyone can undet-
stand what you say at once. '

Here, however, we turn these same rules around, and cre-
ate deliberate double meanings — so your reader still under-
stands what you say, but now it has an extra double punch.

Ogden Nash did this, inour sample sentence above, by cre-
wltem e Aalilaratn Arathla moanine for the word JgrIZ?I;'(JF-.’IBSS'H
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His double meaning in this sentence was this: As you know,
#progress” usually means “getting better.” And that's the way
he scemed to use it in the first part of his sentence — “There
has been a lot of progress in my lifetime.”

So far, so good. It looks, up to now, like a perfectly normai
statement; and we're cruising right along, effortlessly, with Mr.
Nash. And then he drops the bomb on us! Then he twists the
meaning of the word “progress” — gives it a new, double
meaning by saying, “but I'm afraid it’s headed in the wrong di-
rection.”

So “progress” all of a sudden doesn’t mean “getting bet-
ter,” but now means “getting worse.” Nash has fooled us. He's
slipped in a double meaning on us. He’s caught us in the middle
of his sentence, forced us to come screeching to a stop, and
think twice about what he’s really saying, and then laugh our
heads off at the way he’s saying it.

So he is using a very simple rule in composing that sen-
tence, that gives that sentence its punch. And that rule is this:

Set up a double meaning in the first part of the sentence, and
exploit it in the second!

But this rule is a little advanced. And so it may be a little
confusing to you right now. So we’ll have to work up to it in
stages, till you can feel as comfortable with it as Nash did.

And let’s start looking at these stages now.



Chapter 12

Let’s Start With a Single
Sentence. And Use It to See the
Basic Rule Underlying

All Punchy Statements.

LET’S START WITH a fundamental definitior:

An epigram is a single sentence, which, by the way it's stated,
makes its content twice as strong as it would otherwise be.

This definition tells us several things. First, it tells us that an
epigram (a punchy sentence) has nothing to do with the con-
tent that it expresses. That content can be anything whatso-
ever. That content does not have to be strong or dramatic or
funny in itself. It is the way you phrase that content that adds the
strength, and the drama, and the wit,

Second, this definition tells us that an epigram is a single
sentence. A “one-liner,” as stand-up comedians call it. This
means that the epigram is necessarily short. Therefore, it is
quick; its punch comes fast; it's easily remembered, and easily
retold.

And, since it is short, the epigram must also necessarily be
simple. Because there just isn't enough room in that single
sentence for it to get complicated — not if it wants to retain its
punch.

And punch it must. Because the entire essence of an epi-
gram is the strength its phraseology gives its content.

mA
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Now, to set up any punch — physical or verbal — you need
at least two ingredients. One of them sets up the punch. And
the other delivers it.

For example, to deliver his punch, a boxer must first pull
back his arm (part one), and then swing it forward (part two).
And a golfer has her backswing, and then her delivery. And so
does a tennis player, a billiards player, a squash player ... . or
any player at all who has to deliver a great deal of concen-
trated energy, fast, to a fixed point.

And exactly the same rule works in the epigram. Every epi-
gram therefore has at least two parts. One part to set up the
punch. And a second part to deliver it.

So we can now expand our original definition like this:

An epigram is a single sentence, of at least two parts, which by
the way they verbally work together, make the content twice as strong
as it ordinarily would be.

Now, how do these two simple, short sentence parts work
together to deliver their punch? This is the critical question.
And the answer is equally simple:

By contrast!

Epigrams work by contrast!

The basic structure of every epigram is the deliberate con-
trast between one word and another; or between one mean-
ing of a word, and another meaning of that same word.

Let me give you two quick examples. The first shows the
power of contrasting two opposite words:

“He who prases everybody praises nobody.” — Samuel John-
SOn

And the basic structure of this epigram lies in the contrast of
the words “everybody” and “nobody.” And we can diagram
that basic structure like this:

everybody-nobody

And, again, we could take exactly the same thought, and
almost the same phraseology, and express it much more
weakly, simply by leaving out the contrast. Like this:

“He who praises everybody reduces the value of that praise to
almost nothing,”
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Notice how flabby that second sentence seems in _compari—
son to the first. Notice how it dwindles off into banality. Why?
Because the everybody-nobody contrast is missing. The thought
is still there, but the punch is gone.

So Johnson picks two perfectly ordinary words out of the
dictionary, and puts them together in a sharp new way to make
a statement that people have repeated down through the cen-
turies. _

And did he do this deliberately? Of course. In going from
the original, preverbal thought to the phrasing of that thought,
he sends out a search-command in his own brain something
like this: '

1 What two contrasting words express this thought most sharply?

And it's this kind of search-command that I'm trying to teach
you today. I can’t give you the answers — the actual word-

contrasts themselves — because there are an infinite number
of them to choose from. But I can give you the search-ques-

tions that produce them for you, when you need them fora
articular occasion. '

P So what you're learning in this book are questions. Demands.

Search-directions that tell your brain in what gengral areas to

look for the right combinations. And then the brain, now that

it knows where it’s going, will deliver those combinations right -

back to you.
And t}1J1e first of these search-commands — and the most

important — is this:
Look for contrast!

i i ' . They get their
Epigrams, once again, are built from contra;st . :
quigfgharp punch from contrast. And the first kind of con-

trast that they’re built from is the contrast of two opposite

words.
The second kind of contrast is not between two words, but

between two meanings of the same word. In other words, a

word whose meaning changes in mid-sentence. Like this:

“Last night, in Hamlet, Mr. S
though he e%:pected someone to play the ace.” — George G, Nathan.

played the king as

Here, in this stinging one-sentence review, the contrast de-
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ends on the difference between the two meanings of the word
“play.” The first meaning of “play,” of course, is “to play 4
role.” And the second meaning of “play” is “to play cards.”
And what Mr. Nathan does, to slash poor Mr. 5 to
ribbons, is simply to change the meaning of “play” in the
middle of this sentence,
So we can diagram this contrast like this:

play a role-play a card

And what search-command did Mr. Nathan use here? Prob-
ably something like this:

What word's meaning can 1 switch to express how lousy this
man's acting really is? .

And his further thought process, in response to that search-
question, was probably something like this:

An actor plays a role. That gives me the word play, with all
its accompanying images. So can I use play in a different way
to get the effect ] want? Sure, if I switch its meaning to play
cards . . . then to play bridge . . . and then narrow it right down
to playing the ace on someone else’s king.

Of course, all this took place unconsciously, and almost in-
stantly, because Nathani was already an accomplished and prac-
ticed phrase-maker. But you, who are just leaming how to
operate these search-mechanisms, will have to go through the
same process quite consciously, step by step, till you become
as familiar with it as he was.

It's almost exactly like learning a tennis swing. Let’s say you
have a backhand now, but far too weak and too undepend-
able a one. So you go to a pro, and then the pro shows you the
right commands to give your body to build power into that
backhand. They consist of a new way to grip the racket, fo
position yourself toward the ball, to set your arm, to hit the
ball, to follow through, etc. And, at the beginning, each one of
these commands has to be given, and obeyed, consciously.
And, if they are so given and obeyed, then they provide the
solution to that particular shot, coming to you at that particu-
lar position on the court, for individual shot after shot.

But after a while, as you grow more familiar with them, they
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fade out of your conscious mind, and into your unconscious.
And then they work faster and better for you.

And the same thing happens here. First, you learn the search-
commiands. Then you practice them, step by step. And then
you get them down to the point where they work automati-
cally, by themselves, bringing you combinations that you
couldn’t possibly have anticipated before.

So, now you've seen two kinds of contrast — the contrast
between two words of opposite meaning . . . and the contrast
between two opposite meanings of the same word. So let’s go
on now te a third kind of contrast, which is more subtle, but
still as slashingly effective. And it's contained in this example:

“There is always an easy solution to every human problem —
neat, plausible, and wrong.” — H. L. Mencken

Now, the contrast here hinges on the conventional mean-
ing of the word “solution,” and the entirely different new
meaning which Mencken gives to it by the last word of his
sentenice. The conventional meaning, of course, is “right an-
swer to a problem.” And Mencken’s contrasting new mean-
ing is, quite simply, “wrong answer to a problem.”

hSD the basic structure of this razor-sharp little sentence is
this: '

(solution = right answer) - wrong answer

In other words, in the first half of this sentence, Mencken
says, “There’s is always an easy solution to every human prob-
lem . . ."” And, when we first see these words, we interpret them
to mean this: “There is always an easy (right answer) to every
human problem . .,” So, in our minds, “solution” means “right
answer.” But then Mencken throws his punch at us, in the
second part of the sentence, like this: “— neat, plausible, and
wrong!”. And he demolishes us, because now “solution” is no
lenger equal to “right answer”; but has suddenly,' in mid-sen-
tence, become equal to “wrong answer.”

Powerful? Very. Because he lets us think that he’s using “so-
lution” in the conventional way, with the conventional mean-
Ing. And then out of a clear blue sky he hits us with a contrast-
Ing meaning of that same word before we even know what’s
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And this, of course, is exactly the same mechanism that
Ogden Nash used in the quote I gave you in the previous chap-
ter, There, as you remember, he said:

“There has been a lot of progress during my lifetime, but I'm
afraid it's headed in the wrong direction.”

Again, he sets us up in the first part, and socks us in the
second. In the first part, he lets us think that he’s using the
word, “progress” as meaning “movement in the right direc-
tion”. And then, in the second part, he says, “oh nol Progress
just means ‘movement’, in any direction. And T say it's been
moving just now in the wrong dire ction!”

So we can diagram the basic structure of this sentence some-
thing like this: '

(progress = right direction) - wrong direction

So, again, contrast! But this time the contrast between the
conventional, accepted meaning of a word, and the opposite
meaning that the author gives it in this particular sentence.

And probably the search-command you will give yourself
to produce this kind of contrast is this:

How can I take the conventional meaning of this word and flip i
head-over-heels, so I can shock my audience into seeing what I see?

So now we've seen the three main kinds of contrast that go
to malke up our punchy little epigrams. They are, once again:

1. Contrast between two words with opposite
meanings.

7. Contrast between two opposite meanings of the
same word.

3. Contrast between the conventional meaning of
a word, and a new, opposite meaning that the
author gives that word in his epigram.

Of course, we'll see many more examples of each kind of
these three contrasts in the chapters to follow. But, always, in

every case, contrast forms the basic structure of the epigram®.

The epigram is, in fact, built on contrast. So our basic formula
for composing epigrams — for speaking and writing sentences
that punch ~— is this simple two-word formula:
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Look for confrast first. And then build the rest of your epi-
gram around it. That's the key. And that’s the first search-
command you should give your brain: :

Where can I use CONTRAST here?



Chapter 13

A Brief Interlude —
To Stress Again How
You Can Go from

Copying Epigrams to
Creating them Yourself

S O NOW WE have our main rule. And what you're going
to learn from the rest of this book are simply the varying ways
of applying it.
Now, what do these applications consist of? Well, they con-
sist of a coming-together — an accidental flowing-together —
of two very dissimilar things:
the events that happen to you every day; and
the inventory of words and phrases and meanings
that you carry around with you in your brain. :
You see, the things that happen to you every day — the prob-
lems, the meetings, the conversations, the telephone calls, the
interchanges of any kind between you and other people — all
these individual events are really the opportunities life gives
youto create your own epigrams. And the inventory of words
and meanings in your head are the raw materials out of which
you then shape these epigrams, so that they fit precisely the

individual event that you need one of them for at that mo-
ment,
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Of course, there are literally thousands upon thousands of
different events that you participate in during your lifetime
And there are also thousands upon thousands of different
words and phrases stored up in your memory. S0 no one could
possibly give you a “Dictionary of Ready-Made Epigrams” for
use in all these infinite situations.

So you have to create your own — instantly, on the spot,
and with the precision of a champion matksman, right to the
center of the target.

So, therefore, you have to be taught — not repetition — but
creativity. And that means, in turn, that instead of being taught
answers, you have to be taught questions. Or, in another
phraseology, that instead of being taught formulas, you have
to be taught search-commands.

You see, if creativity can be taught at all - and I believe it
can — then it can only be taught as a series of directions. Places
to look. Areas to be scanned. So that what the mind does,
when it receives one of these commands, is go into that
memory-area . . . flip through its contents, unconsciously, as

fast as it can ... and see if the right answer is buried some-

where there.
If the answer is there — and that answer is always a new

combination of old elements that were just sitting there be-
fore — then the mind automatically brings up that answer to
the surface of consciousness. But, if the right answer isn't
there — if the combination asked for just doesn’t work — then
you give your mind a command to search another area {either
a different area or a more specific area), and it gives you an-
other chance.

The whole process is like a woman looking for a lost child.
She doesn’t know, of course, where that child is. But she knows
the best way to find it. She gets some friends, and they all pick
one specific area where they think that child may be. Then
they scan it, go through the entire area, side by side, step by
step. And, if the child isn’t there, they then go on to the next
area...and the next ... and the next, till they find her.

So thé brain, when it's used the right way, is essentially 2
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scanning mechanism. It sits there, walting for commands to
roduce newness. But you have to give it the right commands,
And that’s what I'm trying to teach you here.

These search-commands are especially important to you
when you come up against that most demanding of all epix
gram-situations - the instant retort. The spontaneous, on-
the-spot one-liner that parries an opponent’s thrust, or cuts
him to pieces, and breaks up the crowd with laughter around
both of you. S

Here, if ever, memory is of no help whatsoever. Because
you can't tell, until the instant he says it, what the content of
his statement is going to be. And you can’t predict, until the

instant you say it, how you're going to use that statement of

his as the first part of the epigram you're then going to con-
struct to rock him. '

In other words, he pitches you a word; and you use the
search-command as a bat to knock it right out of the park.

hAnd that search-command is always, basically, as simple as
this: '

Use contrast!

And the contrast pulls the right answer out of your brain for
you (theoretically, at least) right on the spot. Like this:

W. C. Fields was a notorious child-hater. One day, while
relaxing at the side of his pool, he was asked by a newspaper
teporter, “Mpr. Fields, do you like any children?”

Immediately, Fields’s mind thought: Contrast. It seized on

- the word “like” in the question. And it produced the foliow-

ing, almost-immediate reply:

“Yes, young ones, Parboiled, ”

Whammy! Right on target! All from taking the conventional
meaning of the word “like” — which is “to like people” — and
feversing it so that it suddenly comes out, “to like food.”

‘The question was spontaneous. It couldn’t have been pre-
filcted. Therefore, the answer could never have been prepared
iladyance. But the search-command was prepared in advance.

nd it produced the right contrast — and the right phraseol-

o osg e P Tt PR R
o8y for that coritrast (which we'll discuss in a minute) almost
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before the question had died on the reporter’s lips. -

Or take the two members of English Parliament in the eigh-
teenth century. They were always quarreling, but never quite
dueling, except with words. Among the most telling of these
verbal duels was the day, on the floor of Parliament, when
one of them, in an unaccustomed fit of modesty, said to the
other:

“I, sir, am my own worst encmy. _

To which the other man immediately replied:

“Not, sir, as long as I am alive.”

Here, again, an unpredictable statement. Taken by the sec-
ond man, and processed according to the basic command, “Use
contrast.” So that the word “my (own worst enemy),” in the
first man’s statement is immediately contrasted with the word
“1 (am your worst enemy),” in the second man’s statement.
And a direct hit is again scored.

Or take the similar example of Oscar Wilde and James
McNeil Whistler, in the London of the 1870s. Both were famed
wits. Both were continually striving to outdo the other in ver-
bal blockbusters. And, one night, when Wilde had made a par-
ticularly telling remark, Whistler said:

“By George, Oscar, I wish I'd said that.”

To which Mr. Wilde immediately replied:

“You will, James. You will.”

And what is the contrast structure here? Itis the grasping of
the words, “had said that” in the first statement, and the im-
mediate contrast to them of the words “you will (say tha)” in
the second statement.

Or, as one final example, let us look at Gertrude Stein—a
compulsive phrase-maker, even under the most inappropri-
ate circumstances. Even at the very moment of her death, she
‘managed to top her own statement, in the following way.

As she lay dying, Miss Stein turned to her lifelong friend,
Alice B. Toklas, and in a hoarse whisper asked:

“Alice, what is the answer?”

And Miss Toklas replied:

“Tdon’t know.”

7
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Whereupon Miss Stein then said, a brief moment before
she died:

“Then what is the question?”

Here, the contrast is clear: Answer - question. A search-and-
procluce mecf:ha.msm so thoroughly ingrained in this remark-
able woman’s life that it operated even as the brain that sus-
tained it faded from the light.

So the secret of spontaneity — in this as in all the other ex-
amp!.es — s search-command. Direction. Where to look. And
the first of these directions is: Contrast.

And now let us go on to examine some of the others.



Chapter 14

The Second
Search-Command —

Implication

NOW WE TURN for a moment from the basic structure of
the epigram — which is always hidden beneath the surface —
to the surface itself.

The basic structure, as you know, is contrast. But this con-
trast always appears below the surface of the epigram. It is never
stated completely in the words of the epigram. Part of it always
remains unstated (in other words, implied) so that your audience
can discover it themselves.

Let’s go back to our previous examples, and see how this
works.

Take the W. C. Fields example. As you remember, the re-
porter asked Mr. Fields:

“Do you like any children?”

And Fields processed that remark, using contrast, to reverse
the meaning of the word “like” from “like people” to “like
food.” So far, so good — as the essential first step.

But only as the first step. For now the contrast has to be
recorded back up again, into words. And there are several dif-
ferent sets of words that Fields could have used to recode it.

For example, Fields could have simply stated the basic con-
trast right out in the open. And it would have come out this
way: |

“Yes, 1 like them — not as people — but as food.”

lal=ie)
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Fine. The contrast js still there. But the punch is gone. Why?
For two reasons: First, because the phrase “not as people” tips
the audience off that the twist is to take place — that an oppo-
site meaning is about to be used — and therefore robs the regt
of the sentence of its surprise. It’s much like a boxer telegraph-
ing his punch. If he does, it never lands. _

Secondly, this dragging of the structure to the surface also
makes the thought too crude and too complete to be real]
effective. It makes it too crude because even Mr. Fields doesn’t
really want to eat children; he just wants to use that image to
shock his audience a little. And it makes it too complete be-
cause it gives the atdience nothing to do. It hands them the
finished image too soon and too bluntly, and they just won’t
accept it that way.

Therefore, instead of stating the final image (that he is go-
ing to redefine children as food) in so many words, good old
W. C. very shrewdly substituted the next-to-final-image as the
content for his actual wording.

In other words, he let his audience discover for themselves
the final, underlying image, by working out in their heads the
implications of the otie-step-removed words he actually used.

So his final wording was this:

“Yes. Young ones, Parboiled.”

And, again, in that final phraseclogy, there is no mention of
the words “food” or “eat.” Because these are final images, and
they should never therefore be stated by the actor (yourself,
from now on), but only discovered by the audience.

And so the full process of constructing the epigram goes
like this. A starting word or image (in this case, “like”} is ei-
ther given to you by your audience (in this case, the reporter),

or chosen by yourself.

That starting image then disappears out of sight. It s sent
by your search-command into the unconscious, where a con-
trast is selected to give you the raw material for your reply.

The contrast, however, is still just a thought — actually 2
bare relationship between the starting image you were given,
and the final image you wish to end up with. But that final
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image should end up in your audience's mind. So you need an in-
between stage — your actual words themselves, which will be
one-step-removed from that final image, but that will lead your
audience inevitably right into it.

So Fields was given the word “like.” And he sent down a
search-command to come up with the basic contrast of twist-
ing its meaning from “like people” to “like food.” And then he
sent out a search-command something like this:

What word, one-step-removed from “food”, will force that per-
son to realize that I've twisted his like-children-as-people” into
“like-children-as-food”?

And he came up immediately (and still subconsciously) with
this answer:

Parboiled, of course! Because that is a particular way we prepare
ood!

f So he now had the final step to close the chain between
starting image and final image. When he said, “parboiled,”
the reporter had to think: “But parboiled is a way to prepare
focd. Therefore, Fields only likes any children as food. And as
nothing else!”

All this reasoning in the audience’s mind, of course, is
equally unconscious. What I am doing here is tediously
stretching out very rapid unconscious processes, so we can
see in detail how they work. Actually they take place in split-
seconds — probably as fast, or faster, than the speed at which
a computer works.

5o there you have one complete description of the epigram
process. It's best to show this complete process in conver-
sation — in the spontaneous retort — because in this situa-
Hon you see most clearly the fact that the final step must end up
in the audience's mind, not in your own words,

S0, in essence, in an epigram you have: Contrast expressed by
implication!

And both brought simultaneously to.the surface of your mind

- by a two-step series of search-commands. First you get your

contrast. And then you get your one-step-removed implica-
fion to-express it in. :
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Now, for one moment, let’s look at some more examples of
the second step of this process — the implication-command.
Let’s go on to our two antagonists in the En glish Parliament,
and look at the process that was put into motion when one of
them said to the other:

‘T, sir, am my own worst enemy.”

The contrast here, as we have seen before, lies in the transi-
tion from “Iam my own worst enemy,” said on the part of the
first speaker, to “I am your worst enemy,” implied by the words
of the second speaker.

So contrast has been secured. But implication must still be
added. And how was this done?

Well, first of all, quite obviously, not by using the actual word
“enemy,” because “enemy” is the final image, and therefore
must end up in the audience’s mind. And therefore it is taboo
in the speaker’s words.

What has to be included in the speaker’s words, therefore,
is the one-step-removed thought that will lead the other man
to the final “enemy” image. And that one-step-removed
thought will be pulled out of the unconscious by a search-
command something like this:

What phrase, one step removed from the Smal image, will force
that man to realize that he cannot be his own worst enemy as long
as I am around?

This is, in other words, a contradiction of the other man’s
opening statement. This contradiction, if it were bluntly stated
in words, would go something like this, “You are not your own
worst enemy; I am your worst enemy.”

And since the implication that expresses this contradiction
must be one step removed from that final blunt statement, it
must then express the conditions for my existence as an enemy.
Like this:

“Not, sir, as long as I am alive.”

And the full structure of the reply — both stated and un-
stated — is this: “As long as I am still alive ( am your worst en-
emy).”

I'have put the unstated part of this tota) structure in paren-

The Second Search Command 261

mark it off from the stated part. The stated part,
E;ecseez’g;?n, appears in the spe.:;ker’ s words. The unstated part
s in the audience’s mind.
apgﬁ?; is shown quite clearly in our next example — that .3?-
tween Oscar Wilde and James ngts;lir. Here Whistler said:

“ ¢, Oscar, 1 wish I'd said that.” -

Edcﬁ%e instantly took “had said” and trangfonne;d itin
his mind into its opposite, “will say,” and then gained 1;115 one-
step-removed implication by §imply dropping the final image,
“say” out of his reply. Like this:

“You will, James. You will.” o

And the total structure of this reply is simply:

‘ ill (say it).”

Sq(/)oﬁozgv w(e syée )that every epigram h.as three parts: The set-
ting-up-the-punch part . . . the throwing-the-punch part . Y
and the landing-the-punch part. You can set up the plzlflc
yourself, or you can let the other person unwth_ngly set dl up
for you. You then throw the punch, by }mpl}ca’aon. Al; }ffim_i
let the other person stick her jaw right into it, when s efi gal
ures out (instantly and unconsciously) what that next-to-fin

implication leads right into.



Chapter 15 |

Tools that Let You
Build Implication
into Your Sentences

HERE ARE ADOZEN devices that let you use these lead-
in structures . . . and one-step-removed structures to give you
the punch you want. _

And how do you build in implication? By using lead-in struc-
tures — one-step-removed structures to give you your final
wording. And let’s look at some of them right now:

1. Drop off the final image, and let him fill it in for you.
We saw one example of this implication technique in
the Oscar Wilde example above. Here's another one:

“Ours is the age that is proud of machines that think,
and suspicious of men who try fo0.”
— H. Mumford Jones

Here, Mr. Jones got his contrast by opposing machines-
that-think with men-that-think, and also by opposing our
pride in the first to our suspicion of the second. He then
got his implication by the simple device of dropping off
the word “think” from the end of his sentence, so it would
have to be filled in by his reader.

 And the total structure of the last part of this sentence
isthis: “ 7 aid sugpicions of men who W 0 (think).”
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2. Usea Summary Word to force the other person to redefine
your first sentence-part's real meaning.

A Summary Word is a word such as... it... ihis,
that . .. these ... and so on, that summarizes a whole
phrase used earlier in the same sentence, or the sentence
that came before. Summary Words are explained in Part
One of this book. There, you saw that they have several
uses in carrying your main line of thought from one sen-
tence to the next. Here, however, we are using them ag

an implication device, to force your audience’s mind to -

arrive at the final image from the one-step-removed
phraseology you have given them.
Here is an excellent example of this device in action;
“When Iwas a boy,
I was told anybody could become president;
now ['m beginning to believe it.”
— C. Darrow

Here, Darrow uses the word “anybody” as the pivot of
his epigram. His contrast-structure is based on the change
in meaning of “anybody” from positive to negative ...
from promise to despair. And he builds his implication at
the end of the sentence by summarizing the first half-
phrase, “anybody could become president,” in the single
word “it.”

This forces the audience’s mind to unconsciously stop
at the word “it” . . . play back the full phrase that “it” sum-
marizes . . . and, in so playing back, to realize that Darrow
is now using “anybody” to mean “any old dope” rather
than (as we first assumed) “any person of great promise.”

And so the total structure of the last part of this sen-
tence is this: ”. . . now I'm beginning to believe it (that any
old dope can become president).”

Another beautiful example of this use of summary words
to gain implication is the following little gem:

“Of fwo evils, choose neither.”
— C. Spurgeon
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Notice that this five-word blockbuster uses both impli-
cation devices we have detailed so far. Tt uses the sum-
mary word “neither” to condense the earlier phrase, “two
evils.” And it uses the chop-off device by dropping off the
final-image-word, “evil” from its end. So the total struc-
ture of this sentence is actually this:

“Of two evils, choose neither (evil).”

3. Give an outward symptom, to force your audience to arrive
at the inward disease.
For example: -

“Life is like an onion; you peel off one layer at a time,
and sometimes you weep.”
— C. Sandburg

Here we have a three-part sentence, with the contrast
occurring between the second and third parts, i.e., the
implied sadness appears as a surprise only in the last word.
And it appears, not by Sandburg saying that life is “sad,”
but by his giving us the prime symptom by which we know
someone else is sad — weeping.

So the total structure of the last part of that sentence is
this: “. . . and sometimes you weep (because it is so sad).”

4. Switch the meaning of fwo words in your epigram, so that
their meanings at the end are different than they were at the
beginning,

For example:
The two most engaging powers of the author are to
make new things familiar, and familiar things new.”
— William Thackery

What you do here is reverse the position of the two key
words as the sentence proceeds. By doing this, each gives
the other new meaning.

Admittedly, this mechanism lacks a bit of the punch

~that the others had. It is therefore more quietly absorbed
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by your reader. What he feels, as he passes a sentence like
this, is —not shock, per se — but strength. Almost ng
time is needed here to feed back. A stronger point in the
sentence is made — but gently. '
Here are some other examples:

“We have modified our environment so radically that

to exist in this new environment

we must now modify ourselves.”

— Norbert Weiner

“As machines get to be more and more like men,
men will become more like machines,”
— J. Crutch.

“There is great ability
in knowing how fo conceal ability.”
— F. La Rochefoucauld

As you see, in the last example the change in meaning
of only a single word forces your reader to think more

deeply.

5. The super twist. Where you take your reader on a real mind
trip, through your unexpected end-definition.
For example:
“Bureaucracy defends the status quo long past the

fime when the quo has lost its status.”
— L. Peter

This statement derives its power from the break-up of
a cliche, So we think of it for a moment, status guo means
that the quo is still “statusing.” But it really may not be
“statusing” at all any longer. This statement, phrased as
it is, wakes us up violently to that fact.
“Computers are fantastic; in a few minutes they can
make a mistake so great that it would take

many men many months to equal it.”
— M. Meacham
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Again, the second part of the sentence not only contra-
dicts the first, but also contradicts the common belief of
the readers as well. It hits you square in your assump-
tions. Therefore it stings, it shocks, it awakes.

“Traditionalists are pessimistic about the future
and optimists about the past.”
— L. Mumford
Again, in this surprising last twist of phrasing, we find
the shock of truth,
"He who trims himself to suit everybody
will soon whittle himself away.”
~—R. Hull

This is used here as a metaphor, of course. But we dof’t
expect the author to extend that metaphor quite so far.
When he does, therefore, it takes a surprising little bite
out of our expectations. :

“Unhappiness is not knowing what we want,
and killing ourselves to get it."”
-— D. Herold

Who would kill ourselves to get something that we don’t
even know we want? All of us — that’s who!
“Ideas won't keep:

something must be done about them.”
~—A. N. Whitehead

This is strictly metaphor. Ideas here are compared to
fruit. If nothing is done about them, they spoil. No word-
twists are involved, but the sting is there, in all its sharp-
ness and indelibility.

6. The surprise definition. Redefining a word in the phrase so
you fake your reader, or your listener, completely off guard,
For example:
“My way of joking is to tell the truth.

It's the funniest joke in the world.”
' ~ G. B. Shaw
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We don’t think of the truth as a joke. Shaw does. 1
insistence upon its being so startles us, then amuses g
then rocks us. Even in spur-of-the-moment conversatior,

“The slave has but one master, the ambitious man has
as many masters as there are persons whose aid may
contribute to the advancement of his fortune,”

— }. de la Bruyere

Any word (here, “master”) can be redefined. But rede.
fine it with this kind of zing, and your friends will never
forget it.

“Make three correct guesses consecutively,
and you will establish a reputation as an expert.”
— L. Peter

The surprise is contained in the last word. Once it i
uttered, the listener must go back and review the entire
sentence, from the beginning, to gain the full explanation
of the definition — and recover from its shock. This is
much more powerful than phrasing it like this:

"An expert is a fellow who . . "

Or, as another example of this technique:

“The average Ph.D. thesis is nothing but a transfer-
ence of bones from one graveyard to another,”
—-J. Frank Dobie

This follows the standard structure of a definition —
the word to be defined is given first, then its meaning,
But the twisted meaning is so startling here, and so funny,
that it catches us completely by surprise.

This is, of course, definition-by-metaphor. It is not a
conceptual definition but a visual definition. Try this vi-
sual-definition technique yourself, wherever possible. It
will produce surprisingly good results.

“Great blunders are offen made,
like large ropes, of a multitude of fibers.”
— V. Hugo
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it

Another visual definition. Much stronger than any con-
ceptual terms it might have otherwise been phrased in.
Remember, the eyes of your listener’s mind remember
far longer than her brain.

"Thoughts are but dreams il their effects be tried.”
— W. Shakespeare

This is a time definition: X is Y 4l its effects, over a
period of time, are known. It is especially good for scien-
tific papers, reports, management appraisals, stock fore-
casts. Store this time definition in your mind, It will prove
to be a handy tool, over and over again.

Once again, let’s analyze how you gain this metaphori-
cal power. A metaphor is an equation. It equates the idea
contained in one word to the idea contained in another
word. Tt simply assumes that they are the same.

For example, the idea or image in “ship” is compared
in a metaphor to the idea or image contained in “plow.”
By such a comparison, you get to use all the new images
of the plow to describe the ship more vividly. '

Much of the time, in serious writing, you're dealing with

ideas instead of images. Ideas contain a lot of conceptual

and intellectual power, but have almost no emotional or
memorable power.

For example, “hypothesis” has zero emotional power.
But “bones in a graveyard” hits you right in the gut — or,
in this case, in the funnybone. '

Also, metaphors not only contain images, but models.
A model is an image that you can see developing in a
certain set pattern over time. Take “ropes and fibers.” You
not only see the rope and its fibers, but you go on to see
the individual fibers winding around each other, and pull-
ing together to gain the united strength of the massive
rope they then form.

That pattern — that joining together from fragile to
unbreakable —— is all available in the “fiber-rope” image.

But when you use it in comparison to the “blunder” idea,
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you then see that blunders also go from fragility at the
beginning, to unbreakability at the end. And you see it in
a way that moves you to do something about them . ..
and also sticks in your memory from then on.

Why not, then, weld emotional power onto intellec-
tual power, through metaphor? Again, you do this by
switching languages — from abstract thoughts to eye-
filling images — all in the same sentence.. _

Start those sentences abstractly . . . then switch in their
middle into visual. Borrow all the images, all the models,
all the surprises that such a switch gives you.

~ “Ababy is God's opinion
that the world should go on.”

— C. Sandburg

This epigram — another time definition — reaches to
the height of poetry. The sublime, as you see, is constructed
on exactly the same rules as the merely amusing.

Whatis the search-command that pulls this kind of twist
out of your memory? What doesn’t go here? Children are
not to be eaten. Indecision is not habitual. Status never
loses its quo. You never want to conceal your ability. Etc.

All these comparison-pairs are joined by “nots” or
“nevers.” Those “nots” or “nevers” are like a brick sitting
on a spring. Take it off, and you get an explosive release
of energy.

Look for the not. Look for the never. Look for the im-
polite. Look for the shocking. Look for any rule that says,
“You mustn't go here.” For that's where the real punch
lies. :

The last-word contradiction. Where the last word of the
epigram contradicts all that has gone before it.

For example:

| “There is always an easy sclution
to every human problem

— ueat, plausible, and wrong. ”

o — H. Mencken
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Here, the truth does not emerge till the final word. We
are led in one direction, and then shown that it tumbles
usright off the edge of a cliff. Very powerful. Alittle sneaky.
But so is the world it maps.

“Bride: A woman with a fine prospect of
' happiness behind her.”
- A. Bierce

This contradiction is perfectly logical, and totally unex-
pected. The reader, therefore, can have no complaint. He
was fooled here by nothing more than his own precon-
ceptions.

Every time you learn of such preconceptions in your
audience, you have a tool to trick them, educate them,
shock them, amuse them in a way that would not be pOs-
sible without such preconceptions.

“The first and worst of all frauds is to cheat oneself,
' “All sin is easy after that,”
- . Bailey
A slight modification of this category. The word “sin”
does not quite come at the end of the epigram. What it
does come after — the first sentence — is easily accepted,
and thus sets up the punch of all that is to follow. This
statement might therefore have been more powerful if
the second sentence were restructured:
“After that, all sin is easy.”
Here are some others:

“Golden shackles are far worse than iron ones.”
~~ M. Gandhi

“There is no more miserable huwman being than one in
whom nothing is habitual but indecision.”
— W. James

A more erudite, and therefore softer, use of this struc-
ture. It is especially useful when sprinkled throughout a
long paper, to relieve the weight of fact contained in it. It
obtains a wry smile as the reader follows you along,
through page after page of intense logic.
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“I am free of all prejudice.
I hate everyone equally.”
— W. C. Fields
The statement is perfectly true. But it hits us over the
head Iike a hammer, using our preconceptions to beat us
into the ground.

“Now is the time for all good men
to come to the aid of themselves,”
~— F. Nelson

This is the restating of a common statement to express
its opposite thought. Al is fine, as we have seen before,
until the closing word.

Incidentally, are you beginning to see the immense
power of these techniques, in these repeated examples?

“In matters of conscience,

the law of the majority has no place.”

— M. Gandhi
Here we see the use of these structures to raise expres-
sion to the level of the profound, as well as the merely
shocking and amusing. Gandhi is stating a desperately
important truth. But with the placement of the full mean-
ing at its very end of the sentence, he makes sure that

there is no way the reader can possibly forget it again,

“There is only one giant machine operated by pygmies,
and that is bureaucracy.”
— H. de Balzac
Again, only after the reader has read the full sentence,
can she understand its full meaning. Thus she must re-
view the entire epigram again, to get its full impact.
“We're about to enter the age of flight,
before we've even developed a chair
that a tan can sit on comfortably.”
— P. Wylie
Again, the contrast between the super-technical word
flight, and the old-fashioned word chair. Much stronger
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than if you merely stated the contrast abstractly. .
“All that is necessary for the triumph of evil

is that good men do nothing.”
— E. Burke

The ultimate metaphorical contest — between evil and
good. Here put by Burke to a fresh use. :
“Happiness is not a station you arrive at,

but a manner of traveling.”
— M. Runbek

Look for a contrasting set of images that convey your
theme to your listener through his eye, 'msteac'i of through
his intellect. It will be ten times as striking as if you stated
it the ordinary way.

“The trouble with our age is it's all sign .pOSt‘?,
and no destinations.
— L. Kronenberger

All he’s saying is that we have so lmu.ch information
now, that we don’t know what to do with it. But he says it
so, so much better than that. Because he’s speaking to
our eyes, and not only to our mind.

Here are a few more:

“A pat on the back is only a few vertebrae removed
from a kick in the pants,

but is miles ahead in results.”

— V. Wilcox

“Next to knowing when to seize an opportunity,
the most important thing in life is

to know when to forge an advantage.
— B. Disraeli

“Men build too many walls,
and not enough bridges.”
— V. Pire

8. The pun. Used to heighten the kick even more. o
I doﬁ’t particularly like this style myself, so I will give
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you just one example of it, and then pass on. Here it is,

“Man has made his bedlam; let him lie in 1.
—F. Allen

Use it as you see fit. But, please, always with caution,

9. A surprising use of opposites.
For example:
“The girl who's easy fo get may be hard to take.”
— F. Wisely

Easy — hard. East to get — hard to take. It seems pretty
obvious now, doesn’t it? You've come a long way since
we’ve first started.

Here are some more examples:

“An expert is one who knows more and more
about less and less.”
~— N. Butler

This is a fairly famous line now. It almost looks as if you
could have done it yourself, with all the techniques you
now have at your fingertips. Right?

“Very simple ideas lie within the reach
only.of complex minds,”
— R de Gourmonte

The mechanism here sticks right out and strikes you in
the eye now. You're becoming sensitized to the structure
of epigrams. Soon you'll be able to pick them out of your
own emerging thoughts equally as-easily.

“Success has made beggars of many men.”
— C. Adams

What a beautiful way to say it. Could you pack as much
punch into a few words?
"You see things, and you say "Why?’
But I see things that never were and I say ‘Why not?"”
— G. B. Shaw
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One of the great sayings of all time. And look how sim-
ply constructed it is, once you know the rules.

10.  Humorous repetition — varied with a slight change of mean-
ing.
For example:
A committee is a group of the unprepared,
appointed by the unwilling,
to do the unnecessary.”
— F. Allen

Just look at the three words - unprepared, unwilling,
unnecessary. All of them begin with un — stringing them
together gives you the punch. And there are so many sets
of exactly such words. Such as these: -

“When everyone is someone, then no one’s anyone.”
— W. Gilbert

“Lo! Men have become tools of their tools.”
— H. Thoreau

Exact repetition here. But the different meanings of the
~same word fools and their interplay pack a tremendous
punch.
“If 50 million people say a foolish thing,
it is still a foolish thing.”
— B. Russell
Here, Russell uses the same two-word phrase twice.
Butin the second rendition, he verifies that it always means
the same thing. Great impact. Derived solely from con-
firming the original meaning — no matter how many
people try to deny it.
“The person who uses
a lot of big words is not trying to inform you;
he’s trying to impress you.”
— O. Miller
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Very, very true.

"It is more important to do the right thing
than fo do things right.”
~- P, Drucker

See the difference, just shifting the order of two words
can make? Take advantage of this difference any time you
can.

The bounce back. When the second half of the epigram re.
flects the first,
For example:

“If you respect your job's importance,
it will return the favor.”
— L. D. Turner

“Return the favor” does all the work here. Remember,
the conclusion of the thought, the real punch line, must
be implied. It must work itself out in your reader’s mind.
You don’t have to state it, you simply set up the word
flow so that he has to think it out by sheer logic.

"Aman has to live with himself, and he should see to
it that he always has good company.”
— C. E. Hughes

Remember, the punch from this kind of structure is
gained through redefinition at the end of the sentence.
You state it a new and fresh way, and the reader discovers
it automatically.

"We shape our buildings; thereafter they shape us.”
— W. Churchill
Very close to the repetition device used in 10 above.
Shows you how more than one of these structures can be
blended together to give you even more punch per word.
The variations are endless.
And, finally, as merely a summary category:
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12.  Outright word contrast.
For example: '

"Take care of the means,

and the end will take care of itself.”
— M. Gandhi

Here, take care is repeated twice. The punch is derived
from the shift from means to end.
This is what you have been working on all through this

book.
Now go out and use it as well as these people:

“Those who make peaceful revolution impossible will
make violent revolution inevitable.”
' — J. F. Kennedy

See the power of the combination of peaceful revolution
impossible, with violent revolution inevitable. Here is a team
of repetition and slight variation that simply cannot be
beaten in making a striking and unforgettable statement.

“Half our mistakes in life arise from feeling where we
ought to think, and thinking where we oughf to feel.”
— J. Collins

“All the beautiful sentiments in the world
weigh less than a single lovely action,”
— J. Lowell

“Strengthen me by sympathizing with my strengths,
not my weaknesses.”
— B. Alcott

Again, surprise. Again, contrast. Again, implication. These are
the three fundamental rules of power-packed epigrams. They
shock your listener. They grab and hold her attention. They
keep your words echoing in her mind. She is almost impelled
to repeat them when she wants to be as clever as you.



Chapter 16

Other Sentence
Strengtheners

THESE TOOLS DON'T help you build implication into
your sentences, but they do give any sentence more
power — whether it’s Information or Impact.

1. Scan for boredom. Don’t tell your reader more than he
wants to hear at that moment. Don’t drift away from your
main topic. Don't weigh down his mind, and his patience,
with words that block his image-creating, rather than
make it effortless for him.

Pull out and throw away. Or pull out and put in later,
when they're the focus of interest,

2. Echo words. These are words that repeat the same first
letters, such as “Spread sunshine, not shadow,”Three of these
words begin with s, and there are two sh’s also included
within them. '

The technical term for such echo wording is allitera-
- tion. It is a cousin to rhyming, and can be thought of as
first-sound rhyming, rather than last-sound rhyraing. But
rhyming is too intrusive to use in prose — it calls toomuch
-attention to itself —— and alliteration doesn't.
These echo words give you two benefits. They please
yourreader'sinner ear. And they strengthen, through their
echoes, what you have to say.
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Remember, your reader not only sees, but hears, what
she reads of yours. This is the way she first learned to
read, and she unconsciously continues it her whole life,

Using alliteration, therefore, makes your writing me-
lodic. The trick of doing this is simple. When you begin
moving in your head from your image to your sentence,
say the words before you write them.

Taste the sound of them as they come out. Remember,
you have several words available for each picture you want
to convey. Give your mind two search commands for the
way you'll string them together.

First, get the sharpest image. Second, get the strongest echo.
Since you have such a deep pool of words available, the
precise word that will fill both commands — vision and
sound — will come to you far more often than you would
expect. _ _

Build senterices of #’s. Build sentences of s’s. Build sen-
tences of d's. Turn your writing into a symphony.

One caution, however. Alliteration works, where thym-
ing doesn’t, because alliteration isn’t noticed. So dqn"t
pile it on so much that your reader looks only at the first
letter of each word in your sentence. Write nothing that
has the same structure as Peter Piper picked a peck of pickled
peppers. o

What's the cure? Put one or two nonalliterative words
in between each alliterative word. Keep it subtle.

Payallel Phrases. Here's an example:

“1 kissed her. She slapped me.”

This is much sharper than “Suddenly I kissed her. At first
she was simply startled. Then she pulled back her arm and
slapped me.” ’

Why? Because, again, there’s an echo effect. But this
time you're echoing ~ not sound — but structure. Each
sentence is three words. Each has actor . . . action . ..
acted-upon. The actions are paralle], and one causes the
other (kissed-slapped). The action goes out from the nar-
rator in the.first sentence, and comes back to him in the
secomd.
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Nothing intervenes. There’s just action following ac-
tion. Nothing dilutes the immediacy of that action-reac-
tion. Because of this, much nonforced implication emerges.
She doesn’t think — she acts. She doesn’t have to make
up her mind — she knows it. Therefore, much more is
said in this briefer sentence than in the second ope.

Structure conveys information. You can often say as
much by the implication-gaps between words as by their
built-in meanings. The most beautiful example of this is
the Bible. See how little narrative is used to convey vast
amounts of meaning, Notice each type of parallel phrase
that allows this to happen.

Split-apart synonyms, Solution is usually thought to
mean the right answer to a problem. But in the example
about solutions, we saw that it can be profitably rede-
fined as the wrong answer to a problem,

In our everyday use of language, synonyms are invalu-
able, because they allow you to express the same image,
over and aver again, in different words, This anticipates,
and eliminates, monotony. It gives you a charice to re-
submit the same image in different words, so that if one
of them doesn’t form the correct image in your reader’s
mind, another may. A

Synonyms often work together, building an image net
around an idea, synonym after synonym, until your reader
has as good a grasp of that image as you do.

People often don’t understand something the first time
they're told it, even if it's not difficult for them, Their
preconceptions may block its new meaning the first time.
Or special circumstances in their particular past may ob-
scure it that first time.

That is why you repeat at least your main points, over
and over again in your elaboration. And you kecp search-
ing for synonyms, and parallel phrases, to slip in that
meaning until they see its newness, and understand i

But, as you've seen, every tool that works the right way

-should-also be exammifed o see if it doesn’t work the op-
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posite way. Because the opposite way, in this case, doesn't
mean the wrong way. It just means an opposite way that's
also a right way.

So when you use synonyms, not to convey the same
idea, but opposite ideas, that rupture in meaning gives
you tremendous power, Why? Because first it stops your
reader in her tracks. She thought she k new that two words
had the same meaning, but now she suddenly finds that
they don’t. She has to pause and redefine.

This pause is accompanied by the shock of not being

sure. You have injected her with confusmn And confu-
sion is the womb of wisdom.
- Second, of course, to escape this confusion, she has to
feed back, and find out why the old shared meaning no
longer works. She is now doing more than simply under-
standing; she is also taking apart the old and putting it
back together in the new.

She is growing. She is going beyond. She is dealing
with a broken conceptual universe that has its own repair
built into it.

The trick here is simple. ‘Take your idea. See if it can be
phrased in two pulled-apart synonyms. If it can, place the
second as the last word in your sentence, or discourse-
unit. Try it out on a few people. See if they can feedback
the new meaning in place of the old.

If they can, you've got what you want,

Metaphor ~ the use of one unfverse of action to see more
deeply into another. Metaphor is based on the idea that this
can be that. That one word works like another. That a
ship cuts through things like a plow cuts through things;
therefore, plow can be used as a metaphor for ship, and
vou can say, “The ship plowed through the towering waves,”
and have your reader see more deeply what you're ex-
pressing.

There are many types of metaphor — action, appear-
ance, feeling, etc, This means that one word acts the same
as another, or looks the same-as another, or feels the same

Other Sentence Strengtheners - 283

However, metaphor doesn’t say that one is [ike the
other. If the metaphor is new to your reader, it's weaker
to say the ship went through the water like a plow, than to
say, the ship plowed through the water, That's because the
like tips him off that the comparison is coming. By doing
this, you've cut out the surprise and freshness of that com-
parison.

Instead, in metaphor, you can put the second word of
the comparison right up against the first word, with no
like in between. This gives a semipoetic quality to your
writing, because poetry, as one of its functions, discovers
new verbal similarities in the world.

This chapter has purposely been written with more
metaphor in it than the previous ones. Go over it again,
this time looking for the metaphors. See how they deepen,
clarify, add more punch.

Vocabulary shift. English, like any other language has
several sub-languages built into it, There’s sense language.
And thought language. And trade language. And more.

This sentence combines thought language and sense
language:

“Evolution has a cruel way of dealing with its failed mecha-
nisms. It eafs them.”

Why have these two sentences 50 much power? First,
because of the vocabulary shift between them. In the first
sentence, you're dealing with thought words ~— evolution,
mechanistns. These express more or less complicated ideas.
Your reader therefore understands them with his mind,
rather than sees them with his eyes, or feels thern with
his guts

But in the second sentence, your vocabulary shifts to
sense language. It no longer maintains the thought vo-
cabulary, like disposes of them, to make its point. It no longer
allows you to use your mind to absorb the sentence. In-
stead, it abruptly, without warning, throws you into a vi-
sual image. A threatening image. A painful image.

- decond, the abrupt shift is unexpected — therefore even.. ... ... .
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more powerful. And third, it's short and monosyllabic.
You absorb it instantly — reading the three words as
one — so it cuts into you like a knife.

You think with one set of words. Make love with an-
other. Lend other people your eyes with another. Each of
these sets of words is a separate channel of communica-
tion available to you. Your mind, your senses, your feel-
ings. Blend them together, as your body does constantly,
and they reinforce one another’s power.

Where can these vocabulary shifts occur in your writ-
ing? Between sentences, yes. But also, of course, within
sentences. For example, in a sentence above, I said you
absorb it instanfly — reading the three words as one.

Here, using the dashes as a bridge, I shifted from
thought language to vision language. This allowed me to
state the same image in two different ways — to reinforce
itin those readers who understand it the first time, and to
repeat it in different words for those who did not.

See your reader as a TV set. Each sub-language she
knows is a different channel open to you. Send her mul-
tiple messages on all these channels, so that, anywhere
she tunes in, you'll reach her.

Ornce a metaphor shift has been established, follow it aslong
as it adds power. See the paragraph above. Three sentences,
incorporating three metaphor elaborations: TV set — chan-
nel — tunes in. : _

Remember, once you bring in a new metaphor, you
bring in a new universe. Each metaphor is not only part
of a sub-language, but also part of the specialized group
of words that talk about that universe.

If you say Jesus, for example, the entire universe of Chris-
tianity opens up to you. You can then go on to use cross,
resurrection, speaking in tongues, Judgment Day, etc.

If you say fumble, then the universe of football opens
up for you. You can go on to use pass, end run, instant
playback, side lines, etc. ’

But beware: A mietaphor chain, in your writing, usually
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wears out after two or three extensions. After that, it takes
away from your theme, and becomes as intrusive as rhym-
ing. 50 come in with your metaphor, elaborate it once or
twice to deepen the effect, and then go back to your origi-
nal language.

But in conversation or written dialogue, metaphor
elaboration can be the basis of great charm or great fun.
Here's one example, when a European man is seated next
to an American woman, and wants to become acquainted
over the airline’s dinner:

“T'm sorry,” he said. “T don’t mean to intrude. But I
do have a problem.”

“I don’t understand,” she said.

“U'm European. And I'd like to have my dinmer now.
But I can't, unless you do.”

“I'm afraid that I .. "

“Don’t know European customs. Of course. May I
explain?”

She nodded weakly.

"You see,"he went on, “because you're sitting there,
and I'm sitting here, we are, in a sense, having dinner
together. For example,” and he lifted his plastic fork,
“there’s simply no way [ could raise this rather cheap
utensil to my mouth, without noticing that you are not
raising your rather cheap utensil to your mouth,”

She smiled.

“Good,” he said. “You're beginning to understand
the delicacy of the situation. Now, think deeply about
this for a moment. Are you really prepared to let me
starve? Are you, shall we say, prepared to take the re-
sponsibility for having the aitline carry this oversized
body off the plane, when, just as easily, you could have
allowed it to propel itself off under its own power?”

Her smile grew broader. “What in the world do
you do?” she asked.

“If it's a noble profession, will you feed me?”

“Yes, Alright. I give in.” .. e
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“Then I'm afraid I really will starve.” . . .

What has this man done to be so charming and give
his new acquaintance so much fun? He has set up a meta-
phorical universe, and persuaded her to come into it with
him. It is a universe where having an isolated dinner is a
problem, where a fork is a cheap utensil, where not eating
is starving, where not having eaten is being carried off the
plane, and where being fed depends on pursuing a noble
profession.

He has spoken to her in the form of a metaphor chain.
What would have been otherwise everyday and banal, is
now filled with smiles, intrigues, and possible romance.

He has broken through her reserve by using unfinished
statements (I have a problem . . . You don't know European
customs . . . Are you prepared to let me starve), which we'll
call hooks, and the out-of-the-ordinary.

They meet, they fall in love, and they marry . .. all
through the power of a metaphor chain.

8. Pump power into a word by putting it next to another that
doesn't "belong" next fo it,

As we saw before, metaphor lets you place two uni-
verses of meaning right next to each other, by placing two
words that participate in those universes right next to each
other. _

These two words, abutting each other, are many times
more powerful than they would be separated. But this
kind of 1 + 1 = 4 power is not just limited to metaphor.

Great power can come from abutting any two words
that are not expected to share the same meaning, or that
change each other’s meaning in startling ways.

Again, this is the kind of power that poetry calls on,
time after time. For example, the enslaved Ged, or the cruel
charity. Bach of the descriptive words here seems, at first
glance, to contradict the actor words they flesh out.

But, again, the threat of contradiction causes yotir reader
to pause and think. What he knew before he read the
sentence has proved inadequate to understand it. Thus,
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he must look backward or forward in your words to find
the answer,

Again, you see that your communication has two basic
goals: to let your reader understand, and to make him
think. '

9. First get the idea down, Then sharpen it.

As you write, one idea will lead to another. Sometimes
they will come so fast that you will have to jot them down
in a personal shorthand, to get them all down.

Don’t worry about punch at this stage. image, here, is
being translated into words, and you have to complete
that translation before you can think about style.

Then, when the idea chain has played itself out, go back
over the sentences, one by one, and sharpen them. Your
first job was to find out what you could say. Now you're
ready to see how to say it best. Here is how you do this:

Cut where you can. If a word is not absolutely neces-
sary, get rid of it. If it is the same as another word very
close to it, get rid of one of them. If it telegraphs your
end-of-sentence punch, drop it.

Take this first-draft example:

“The easier it is to use, the more often it will be used.” -

Here, used is used twice. You want to save it for the
end, so cut it out of the front.

“The easier it is, the more often it will be used.”

But more often repeats the same image in two words.
Get rid of the second:

“The easter it is, the more it will be used.”

Good. But could it be sharper, if the parallelism were
strengthened? If both images had the same number of
words? If the identity words in both phrases (i and was)
took place at the same time? Try it:

“The easier it is, the more it's used.”

Also good. Both this, and the one before, are accept-
able. Your feeling for style — and for the surrounding con-
text — will let you choose among them.

Remember, short is most often strong—Yeurare really-
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writing images, and you need to clothe them in just
enough words that your reader can duplicate them.

Or, even better, in information writing, your words
should be like shop windows. Your reader should be abie
to look right through them, and see your images inside.

Help your reader remember. First, you help him form a
set of duplicate images to your own. Then you help him
retain those images for a lifetime. _

To do this, you use the memory devices that have
worked for thousands of years. They are:

Pynch. You remember best what moves you. What
startles you, surprises you, threatens you, compels you to
think, and gives you the white light of eventual under-
standing that we call insight.

Echo. Words that sound the same are stored the same.
You want her to remember the image, but it doesn’t hurt
if she also remembers the words that call it up. If these
words alliterate, the front-sounds serve as hooks for her
to pull words and images up later. And once she has the
hook in, she can pull up the entire kettle of fish. (Ouch!)

Metaphor. Make abstract thoughts easy with visual
metaphors. Easy to learn, and easy to remember. That
way, she has two brain circuits to rely on when she needs
the information again. She can pull it up logically, or she
can pull it up visually.

Parallelism. Like is remembered easier than unlike.
Again, this is structure-echo. If he remembers one paral-
lel clause, he’s got a line to the other. _

Steps in the ladder. For example, tell her there are five
parts to this section. That five is a reminder, as well as a
road sign. Later, when she needs them all, she’ll know
how many she has to look for.

Markings. Tell him what he has to remember in detail,
and what he has to remember in less detail, and what he
can forget. Much of your writing simply serves as prepa-
ration for your main points. Once he’s understood them,
he can forget that preparation. So make the preparation
Information, and the main points Impact. And repeat the
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11.

main points. And point out that they are indeed the main
points.

Borrow Truth. Some complicated — or unfamiliar —
ideas can be much better understood if you equate them
with simpler ideas that work the same way. For exampleiz

“Running a country is like running a marriage. You can’t
build it on lies.” ' .

How was this sentence built? On two mechanisms: Like,
and last image. -

The like mechanism lets you equate something new with
something old. Something difficult with someth.mg easy.
An unfamiliar definition of running a country with an al-
most too-familiar definition of running a marriage.

How do you do this? By letting your reader feed l?ack
the self-evident truth from marriage, and extending it to

untry.

” Buﬁhat truth is only evident when she reaches the last
word. Then she uses it to construct her unstated sentence:
“You can’t run a country on lies any more than you can run a
marriage on lies.”

So punch here — like punch everywhere — depends

on the unstated sentence. You never say that sentence,
but you make sure that your reader has to think it.

Once he does, he experiences two simultaneous emo-
tions — surprise and truth. He feels surprised, and he feels

that what you're saying is true. Both are strong, biologi-

cally-based feelings. And when he feels both of them at

the same time, he’s blown away.

Surprise doubles the power of truth. Why? Because it
strips away the defenses that truth so often encounters.

We don’t know where the punch is coming from, and so
we have no defense against it.

So, first, borrow a simple truth to introduce a complex
one. And then, if that truth is also hard to swallow,
sweeten it with the surprise that end-of-sentence, feed-
back and implication make possible.
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12. The sentence-expanding clause, to express more complex at the sentence beginning, as well as its end. Can it be

ideas.

In business, science, and other abstract fields, you wil]
deal with unified thoughts that embrace several interde-
pendent relationships. To break such thoughts up into
individual sentences does not do them justice. So you use
sentence-expanders to retain clarity within such length,

Here is an example taken from this chapter:

In our everyday use of language, synonyms are tnvaluable,
because they allow you fo express the same image, over and
over again, in different words. _

There are two main parts to this sentence: Iz our every-
day use of language, synonyms are invaluable, and because
they allow you . . . The first part could stand by itself as a
complete sentence. But you want to put into it the reason
why they're invaluable. So you use because as a sentence-
expander, and then you give that reason.

The word because, of course, says, “Here is the cause.”
It therefore allows you to tack one full sentence onto an-
other, 50 you have an expanded sentence.

Notice that because allows you to link the two sentences
together like the two passenger cars of a train. The first
sentence, In our everyday language, synonyms are invaly-
able, is complete and uninterrupted. Nothing blocks the
translation of its two images. Your reader has them viv-
idly in her mind before she goes on to the because sen-
tence that follows.

The key to success here is uninterruptedness. Yes, you
can have immediately understandable sentences with sev-
eral clauses, but they must be uninterrupted sentences.
Each of the clauses must respect the integrity — the im-
age-wholeness — of every other, _

The sentence can be complex and interrelated, as long
as each of the phrases within it can be converted into
images as soon as they are encountered. But when im-
age-conversion is blocked, the sentence must be rewritten.

Tacking-on with immediate understanding can be done
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done in the middle? Yes, if the old sentence — which ig
going to be used as a part of the new sentence — is com-
pleted before you add on the new part. Or if you set off
that new mid-sentence by vivid punctuation marks, such
as dashes, and if you limit that mid-sentence to less than
two lines, 50 that your reader can see both the start of the
first sentence-part and its continuation over the mid-sen-
tence.

I've written Section 12 in a more complex style than
I've used in the rest of the book. Both the sentences and
the paragraphs are longer. Yet I hope I've retained the
immediate understanding throughout.

Short or long — one-part, two-part or multi-part — all
are a matter of style and personal preference. Within these
few rules, there are worlds of opportunity.

Hooks. That keep your reader reading. A hook is a verbal
device that you put into your discourse to draw your reader

into it, and keep him from escaping from it.

Let’s go back to our man on the airplane in Section 7.
He had a simple goal: To hook the lovely woman next to
him into a romantic conversation. Since she was quite
beautiful, she had probably swum past a thousand simi-
lar hooks. How could he bait this one so she couldn’t get
away? ' '

If he'd said, “What's your name?” for example, he would
have gotten brushed off, and the reader would have left
your story. So he had to say something no one had said
to her before,

That something was:

“I'm sorry,” he said. “I don’t mean to intrude, But I do have
a problem.” '

“T don’t understand ” she said.

“I'm European. And I'd like to have my dinvter now. But I
can't, unless you do.”
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Let’s pick out the hooks from his two sentences, They
are: :

...sorry ... won't intrude .. . problem . .. European . . .
like to have dinner, but can't unless you do.

Notice that these words establish the correct distance
away from “intruding” upon her privacy. Since he is so
correct, he assumes she will be correct too, and he's right.
But then, from this “correct” distance, he begins to draw
her in.

What he tells her then is a seties of incomplete sentences.
He says he has a problem, but he doesn’t say what that
problem is. That he’s European, but not what being Eu-
ropean means in this situation. That she’s keeping him
from his dinner, but not how she’s doing this.

After each of these sentences, she has to listen on, to
discover the thought that completes it. Each is melodra-
matic, and charming, enough to make her want to keep
listening. She is hooked by the mystery and charm of the
verbal universe he is building for her.

His hooks, like all hooks, depend on incompleteness. They
therefore seem to deliberately reverse one of our basic
tules: Make every image complete when your listener first hears
i,

But look at them again. They are all complete enough
to be understood, but they are understood as questions.
When, for example, he says, "I have a problem,” she un-
derstands that he has it, but she asks herself what it is.

So, just as punch relies on an unstated sentence, so a hook
relies ont an unstated guestion. A hook, therefore, is a sen-
tence that contains an unstated question. And which there-
fore impels your reader to Feed Forward to answer it.

Advertising copywriters use hooks all the time in their
headlines. Think of “Do you make these mistakes in En-
glish?”. .. “Dociors’ Amazing Secret Home Remedies” . . . or
even “Free!” They're all hooks, and the more compelling
the questions they raise, the more readers will venture
_into the ad to get their answers,
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Where do you place your hooks, and how do you build
the most power into them? First, at the beginning of your
discourse and your sentence. The first hook there is the
incomplete Connecting Word ~— If, When, Because, Ifever,
By the way, And then, Is this, etc.

Next, the warning: Vital Note, Beware, Be careful of, Don’t,
etc.

Next, make the usual unusual. For example, go beyond
our shrewd friend on the plane. Say, “I have a heart-rend-
ing problem.” Or, “There is a hidden contradiction in what
you say.” Or, "Do you know who John was seen with at two
o’clock last night?” '

Listen to gossips. Read their columns in the daily pa-
per. Study their leads. Jot down the hooks in them.

Realize that life is a series of opportunities for head-
lines. Read ads, not for their promises, but for their
seductors.

Start each discourse with a hook. Then start each chap-
ter with one. Then start each paragraph with one. Ingert
them more and more throughout your writing, until they
become intrusive. And then cut out those that calt atten-
tion to themselves, and not to what's coming next.

Then place them at the end. There, they’re often called
“cliff hangers.” Every chapter should end with one. Here
are some examples:

“But the most pathetic results are still to come.”

"The next chapter will be devoted to some of the most devas-
tating of these errors.”

“She had to fix her face, and think about what little lies to
tell Arlene.” '

“The crusade was failing. Time was running out. He was
being driven into a corner again. And this time it might be a
cornier from which he would never escape.”

Notice the words that transform an ordinary statement
into a hook: Some of the, what (litte lies), who (he was seen
with), a (problem), it might be a, etc. All of them are gen-

—eral-Therefore, they force the reader toTook ahead to Bl

in the details
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Remember — sentences that contain unstated ques-

tions. That force your reader to Feed Forward to answer -

thern.

They get your words read.

Picture yourself debating. You do it all the time, in your
fantasies of what you should have said in the argument
youve just lost, Now do it to win the argument in ad-
vance.

We all think of brilliant retorts an hour after we've left
an argument. We write “scripts” of what we should have
said, and what they’d say then, and how we’d go on to
devastate their position.

These scripts, of course, are edited. We go over and
over again what we should have said, until we have it just
right, And we go over and over again what they would
say, so they set us up for our final deadly thrust.

We play both sides of the debate. We sharpen our role,
and their role, until it becomes, practically speaking, like
theater. We do this all the time, but right now it's just
fantasy, and we don’t put this “automatic editing” too! to
work for us.

Now use it deliberately. When you first write, just write.
dut when you edit, debate.

Check each pivotal point. Imagine your reader’s reac-
ion. Make her hostile. See if she, in your mind, can tear
sour logic apart. If she can, eliminate the weak point. Then
et her have another shot at it.

Let her strengthen, strengthen, strengthen your posi-
ion, And then take every way you can imagine her set-
ing up your most powerful punches, and build those into
‘eed -Back sentences.

Give her different roles to play. Let her be a series of
xperts on what you're talking about. If you're discussing
he plight of the poor, for example, let her be first a social
vorker, then the pastor who shelters the poor, then a con-
ervative who attacks any government support, then the
nost articulate of the poor; etc.
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As you give her roles, you'll find that, not only does she
play her characters more and more vividly, but that you
phrase your replies more and more powerfully.

The beginning and the end. There’s where the hooks are,
and there’s where the punch is, Therefore, become be-
ginning-conscious, and end-conscious, Jot down your first
thoughts as they come to you, but edit them by checking

- every beginning and every end.

16.

Remember, they’ll be remembered, and the middles
will largely be forgotten. They form the outlines of the
images you're transmitting. And as long as your reader
remembers the outlines, he has your thought actively in-
fluencing his brain. '

Your words should be transparent. Your reader should be
able to look right through them, and see the images be-
neath. '

Think of the words as the wires, and the images as the
electricity. The words deliver the effects. Then those words
can be forgotten, and be replaced by their equivalents.

For you to call attention to the words is calling atten-
tion to the wires. When your reader says, “Isn’t that well
phrased,” he’s lost the image in the words. He may re-
member one or two of those words, but not what they
said. He remembers you as a “good writer,” but not as a
source for his ideas.

Therefore, write powerfully, and not prettily. If you hear com-
pliments on your style, and not on your ideas, change the style.
Brilliance is neither showing off nor pretension. It is getting
the communication job done.

Words disappear. Thoughts endure, and change the future.

Practice these techniques whenever you have the chance,
either in your writing or in your speech. With each minor suc-
cess, they become easier and easier, stronger and stronger,
more and more memorable.
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Who knows? Perhaps the next edition of this book — or of
many other books — may contain your next unforgettable line.

Good searching. Good speaking. Good writing. Good luck.

— Eugene M. Schwartz




