
 
 
 
 

10.8.2013 | Class 10 Week 6 
 
• Jumbled sentence: cohesion means “sticking tightly together” 
• Text reconstruction: paragraph coherence 
• Sentence combining: nonrestrictive clauses using who 
• Exercise: restrictive v. nonrestrictive clauses (Texas State) 
• Nonrestrictive clauses (“My boyfriend who plays the piano”) 
• “Hanseldee and Greteldum” by Thomas C. Foster 
• Questions on “Hanseldee and Greteldum” 
• X-1-2-3 “Writing to the Point gets results” 
• Analyze paragraph structure in “Introduction to Folktales” (Tales of Wonderˆ) 
• 8 + 1 parts of speech 
• Froobling greebies 



 
NAME ________________ 
 
DATE ________________ 
 
 
INSTRUCTIONS: Unscramble the lists below to produce 3 sentences on the subject of cohesion in 
paragraphs. Punctuation and capital letters that appear in the original passage are included here.  
 

Write the complete paragraph on the back of the paper.  
 

_______ means 

_______ sticking tightly together. 

_______ Cohesion 

_______ the condition of 

  

___3___ means that  

_______ in the paragraph  

_______ Cohesion  

___2___ in a paragraph  

_______ stick tightly together. 

_______ all the sentences 

  

___9___ (or heading)  

_______ stick together, 

_______ on that something. 

_______ in a previous sentence  

___6___ or make a reference  

_______ To make  

_______ and then elaborate  

 _______ should repeat  

 ___4___ each sentence  

 ___2___ the sentences in a paragraph  

 _______ to something 
 

JUMBLED 
SENTENCE 
 
Cohesion in 
paragraphs 



 

___2___ means 

___4___ sticking tightly together. 

___1___ Cohesion 

___3___ the condition of 

  

___3___ means that  

___5___ in the paragraph  

___1___ Cohesion  

___2___ in a paragraph  

___6___ stick tightly together. 

___4___ all the sentences 

  

___9___ (or heading)  

___3___ stick together, 

___11__ on that something. 

___8___ in a previous sentence  

___6___ or make a reference  

___1___ To make  

___10__ and then elaborate  

 ___5___ should repeat  

 ___4___ each sentence  

 ___2___ the sentences in a paragraph  

 ___7___ to something 
 
 
Cohesion means the condition of sticking tightly together. Cohesion in a paragraph 
means that all the sentences in the paragraph stick tightly together. To make the 
sentences in a paragraph stick together, each sentence should repeat or make a reference 
to something in a previous sentence (or heading) and then elaborate on that something. 
 
 
Cohesion means the condition of sticking tightly together.  
 

Cohesion in a paragraph means that all the sentences in the paragraph stick tightly 
together.  
 

To make the sentences in a paragraph stick together, each sentence should repeat or 
make a reference to something in a previous sentence (or heading) and then elaborate on 
that something. 
 

http://www2.pittstate.edu/engl/gt/sent07.html 
pittsburghstate Pittsburgh State



	  
	  
	  
	  

	  
Text reconstruction 
	  

INSTRUCTIONS: Number the sentences in the order you believe they appear in the original paragraph from 
the Dartmouth College Writing Center. Then copy the paragraph word for word on the lines below. 
IMPORTANT: Don’t copy the passage one word at a time. Try to copy 5 to 10 words at a time from 
memory. 
	  
________	    “Paragraph coherence” means that the sentences in the paragraph hold together. 	  

________	   The word “coherence” comes from a Latin word meaning “to stick or cling together.”	  

________	   The sentences are so carefully arranged that if they were jumbled, they would fit back into 
place again.   
	  

________	   Each sentence is in some way tied to the one before it.	  

	  
	   	  

NAME: _________________ 
 
DATE: _________________ 

TEXT 
RECONSTRUCTION 
 
Dartmouth Writing 
Center on cohesion 



	  
	  
	  
	  
	  
	  
	  
Text reconstruction 
	  

INSTRUCTIONS: Number the sentences in the order you believe they appear in the original paragraph from 
the Dartmouth College Writing Center. Then copy the paragraph word for word on the lines below. 
IMPORTANT: Don’t copy the passage one word at a time. Try to copy 5 to 10 words at a time from 
memory. 
	  
____2____	    “Paragraph coherence” means that the sentences in the paragraph hold together. 	  

____1____	   The word “coherence” comes from a Latin word meaning “to stick or cling together.”	  

____4____	   The sentences are so carefully arranged that if they were jumbled, they would fit back into 
place again.   
	  

____3____	   Each sentence is in some way tied to the one before it.	  

	  
	  
The word “coherence” comes from a Latin word meaning “to stick or cling together.”  “Paragraph 
coherence” means that the sentences in the paragraph hold together.  Each sentence is in some way 
tied to the one before it.  The sentences are so carefully arranged that if they were jumbled, they 
would fit back into place again.  In this exercise, the sentences in the paragraph are scrambled, but 
they can readily be put back into place.  In the space provided, indicate the proper order for each 
sentence. 
 
Source: Dartmouth College Writing Center	  
 
 
 
1. The word “coherence” comes from a Latin word meaning “to stick or cling together.”   
2. “Paragraph coherence” means that the sentences in the paragraph hold together.   
3. Each sentence is in some way tied to the one before it.   
4. The sentences are so carefully arranged that if they were jumbled, they would fit back into place 

again.   
 
	  



 
 

Sentence combining: Nonrestrictive clauses using who 



 
 
 
Restrictive and nonrestrictive clauses 

 
 
INSTRUCTIONS: The following sentences contain clauses that may or may not be restrictive. 
Supply commas for the nonrestrictive clauses. 

 
1. The man who had the handlebar mustache pressed Adam for an answer. 

 
2. Mr. Hoffer whose family lives in Germany will be our guest this weekend. 
 
3. The explanation that she had given them seemed too horrible to be true. 
 
4. Mr. Johnson whose son attends the University is our friend. 
 
5. Thomas Jefferson who was born on the frontier became President. 
 
6. A person who loves to read will never be lonely. 
 
7. My father who was a country boy has lived in the city for years. 
 
8. The girl by whom I sat in class is an honor student. 
 
9. Jet pilots who are not in excellent physical condition should not be allowed to fly. 
 
10. She is a woman who is respected by everyone. 
 
  

Exercise 
Restrictive & 
Nonrestrictive clauses 



 
Answers: 
 
1. Correct 
2. , whose family lives in Germany, 
3. Correct 
4. , whose son attends the University, 
5. , who was born on the frontier, 
6. Correct 
7. , who was a country boy, 
8. Correct 
9. Correct 
10. Correct 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Source: Butler, Eugenia, Mary Ann Hickman and Lalla Overby. Correct Writing. D.C. 
Health & Co., 1978. Created by Lisa Cradit 
Revised: Summer 2005 
Student Learning Assistance Center (SLAC) 
Texas State University-San Marcos 



Nonrestrictive relative clauses 
 
In class, we did sentence combining exercises using nonrestrictive relative clauses. 
 
EXAMPLE: 
Combine the sentences below by inserting the second sentence into the first sentence, replacing 
the second “my boyfriend” with “who,” and enclosing the resulting adjective clause in commas.  
 

My boyfriend is taking me out to dinner. 
My boyfriend plays piano. 
 
COMBINED USING A NONRESTRICTIVE CLAUSE: 
My boyfriend, who plays the piano, is taking me out to dinner.  
EXPLANATION: 
She has only one boyfriend, and he plays the piano. 
Since she has only one boyfriend, we know whom she’s talking about—we don’t need the relative 
clause to identify the boyfriend. The nonrestrictive clause adds extra information.  
 
COMBINED USING A RESTRICTIVE CLAUSE: 
My boyfriend who plays the piano is taking me out to dinner. 
EXPLANATION: 
She has many boyfriends! The boyfriend who plays the piano is taking her out to dinner. The 
boyfriend who plays the guitar is bringing her flowers. The boyfriend who plays the trombone is 
doing her laundry. Etc. 
Since she has more than one boyfriend, we need the restrictive clause to know which boyfriend 
she’s talking about. 
The restrictive clause “restricts” the meaning of the word “boyfriend.” She’s not talking about 
just any boyfriend; she’s talking about the boyfriend who plays the piano. 
 
VOCABULARY and REVIEW: 
An “adjective clause” is a clause that modifies a noun.  
A modifier “adds information to” the word, phrase, clause, or sentence it modifies. 
Another term for “adjective clause” is “relative clause.” 
Many relative clauses begin with “relative pronouns” (which, that, who, whose, whom, where, 
when,….) 
A clause is a sentence-like structure that has a subject (stated or implied) and a verb (finite or 
nonfinite). 
A finite verb changes spelling to show tense (time).  
A nonfinite verb does not change spelling to show time. 
FINITE VERB 
He walks home. PRESENT 
He walked home. PAST 
NONFINITE VERB 
He is walking home. PRESENT (present progressive)  
He was walking home. PAST (past progressive) 
 
ADJECTIVES, ADJECTIVE PHRASES, ADJECTIVE CLAUSES 
The black cat (“black” is an adjective modifying “cat”) 
The cat in the hat (“cat in the hat” is a phrase modifying “cat”) 
The cat who bought his hat at the mall (“who bought his hat at the mall”) is an adjective  

clause modifying “cat”) 

WHAT WE DID IN 
CLASS 
Sentence  
Combining using  
Nonrestrictive 
clauses 
 



8 - Hanseldee and Greteldum 
 
BY NOW I’VE BEATEN YOU SEVERELY about the head and shoulders with the notion that all 
literature grows out of other literature. We’re dealing in this case, however, with a pretty loose 
category, which could include novels, stories, plays, poems, songs, operas, films, television, 
commercials, and possibly a variety of newer or not-yet-invented electronic media we haven’t even 
seen. So let’s try being a writer for a moment. You want to borrow from some source to add a bit of 
flesh to the bare bones of your story. Who ya gonna call? 
 
Actually, Ghostbusters is not a bad answer. In the short run. Will people in a hundred years, though, be 
conversant with film comedy of the 1980s? Maybe not. But they will get it right now. If you want topical 
resonance, current film or television may work fine, although the frame of reference as well as the 
staying power may be a little limited. But let’s think in terms of slightly more canonical sources. The 
“literary canon,”  by the way, is a master list of works that everyone pretends doesn’t exist (the list, 
not the works) but that we all know matters in some important way. A great deal of argument goes into 
what – and more important who – is in the canon, which is to say, whose work gets studied in college 
courses. This being America and not France, there is no academy that actually sets a list of canonical 
texts. The selection is more de facto. When I was in school, the canon was very white and male. 
Virginia Woolf, for example, was the only modern British woman writer who made the cut at a lot of 
schools. Nowadays, she’ll likely be joined by Dorothy Richardson, Mina Loy, Stevie Smith, Edith Sitwell, 
or any number of others. The list of “great writers”  or “great works”  is fairly fluid. But back to the 
problem of literary borrowing. 
 
So, among “traditional”  works, from whom should you borrow? Homer? Half of the people who will 
read that name think of the guy who says “D’oh!”  Have you read The Iliad lately? Do they read Homer 
in Homer, Michigan? Do they care about Troy in Troy, Ohio? In the eighteenth century, Homer was a 
sure bet, although you were more likely to read him in translation than in Greek. But not now, not if 
you want most of your readers to get the reference. (That’s not a reason not to cite Homer, by the way, 
only a caution that not everyone will get the message.) Shakespeare, then? After all, he’s been the gold 
standard for allusion for four hundred years and still is. On the other hand, there’s the highbrow issue – 
he may turn off some readers who feel you’re trying too hard. Plus, his quotes are like eligible persons 
of the other sex: all the good ones are taken. Maybe something from the twentieth century. James 
Joyce? Definitely a problem – so much complexity. T. S. Eliot? He’s all quotes from elsewhere to begin 
with. One of the problems with the diversification of the canon is that modern writers can’t assume a 
common body of knowledge on the part of their readers. What readers know varies so much more 
than it once did. So what can the writer use for parallels, analogies, plot structures, references, that 
most of his readers will know? 
 
Kiddie lit. 
 
Yep. Alice in Wonderland. Treasure Island. The Narnia novels. The Wind in the Willows and The Cat in 
the Hat. Goodnight Moon. We may not know Shylock, but we all know Sam I Am. Fairy tales, too, 
although only the major ones. Slavic folktales, those darlings of the Russian formalist critics of the 
1920s, don’t have a lot of currency in Paducah. But thanks to Disney, they know “Snow White”  from 
Vladivostok to Valdosta, “Sleeping Beauty”  from Sligo to Salinas. An added bonus here is the lack of 
ambiguity in fairy tales. While we may not know quite what to think about Hamlet’s treatment of 
Ophelia or the fate of Laertes, we’re pretty darned sure what we think about the evil stepmother or 
Rumpelstiltskin. We kind of like the idea of Prince Charming or the healing power of tears. 
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Of all the fairy tales available to the writer, there’s one that has more drawing power than any other, at 
least in the late twentieth century: “Hansel and Gretel.”  Every age has its own favorite stories, but the 
story of children lost and far from home has a universal appeal. For the age of anxiety, the age when 
Blind Faith sang “Can’t Find My Way Home,”  the age of not just Lost Boys but lost generations, 
“H&G”  has to be the preferred story. And it is. The tale shows up in a variety of ways in a host of 
stories from the sixties on. Robert Coover has a story called “The Gingerbread House”  (1969) whose 
innovation is that the two children aren’t called Hansel and Gretel. The story makes use of our 
knowledge of the original story by employing signs we’ll recognize as standing in for the parts we’re 
familiar with: since we already know the story from the arrival at the gingerbread house till the shove 
into the oven, Coover doesn’t mention it. The witch, for example, as the story progresses is 
metonymically transformed into the black rags she wears, as if we’re just catching her out of the corner 
of our eye (metonymy is the rhetorical device in which a part is made to stand for the whole, as when 
“Washington”  is used to represent America’s position on an issue). We don’t see her attack the 
children directly; rather, she kills the doves that eat the bread crumbs. In some ways, this act is even 
more menacing; it’s as if she is erasing the only memory of the children’s way home. When, at the end 
of the tale, the boy and girl arrive at the gingerbread house, we only get a glimpse of the black rags 
flapping in the breeze. We’re made to reevaluate what we know of this story, of the degree to which 
we take its elements for granted. By stopping the story where the drama normally kicks in, with the 
children innocently transgressing against the witch’s property, Coover forces us to see how our 
responses – anxiety, trepidation, excitement – are conditioned by our previous encounters with the 
original fairy tale. See, he suggests, you don’t need the story because you have already internalized it 
so completely. That’s one thing writers can do with readerly knowledge of source texts, in this case 
fairy tales. They can mess around with the stories and turn them upside down. Angela Carter does that 
in The Bloody Chamber (1979), a collection of stories that tear the roof off old, sexist fairy tales to 
create subversive, feminist revisions. She upends our expectations about the story of Bluebeard, or 
Puss-in-Boots, or Little Red Riding Hood to make us see the sexism inherent in those stories and, by 
extension, in the culture that embraced them. 
 
But that’s not the only way to use old stories. Coover and Carter put the emphasis on the old story 
itself, while most writers are going to dredge up pieces of the old tale to shore up aspects of their own 
narratives without placing the focus on “Hansel and Gretel”  or “Rapunzel.”  Okay, let’s assume you’re 
the writer. You have a young couple, maybe not children, and certainly not the children of the 
woodsman, and definitely not brother and sister. Let’s say you have a pair of young lovers, and for 
whatever reason they’re lost. Maybe their car broke down far from home; maybe there’s no forest, but 
a city, all public housing high-rises. They’ve taken a wrong turn, suburban types with a BMW maybe, 
and they’re in a part of town that is wilderness as far as they’re concerned. So they’re lost, no cell 
phone, and maybe the only option turns out to be a crack house. What you’ve got in this hypothetical 
tale is a fairly dramatic setup that’s already fraught with possibility. All perfectly modern. No 
woodcutter. No bread crumbs. No gingerbread. So why dredge up some moldy old fairy tale? What 
can it possibly tell us about this modern situation? 
 
Well, what elements do you want to emphasize in your story? What feature of the plight of these 
young people most resonates for you? It might be the sense of lostness. Children too far from home, in 
a crisis not of their own making. Maybe the temptation: one child’s gingerbread is another’s drugs. 
Maybe it’s having to fend for themselves, without their customary support network. 
 
Depending on what you want to accomplish, you may choose some prior tale (in our case, “H&G” ) and 
emphasize what you see as corresponding elements in the two tales. It may be pretty simple, like the 
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guy wishing they had a trail of bread crumbs because he missed a turn or two back there and doesn’t 
know this part of town. Or the woman hoping this doesn’t turn out to be the witch’s house. 
 
Here’s the good deal for you as writer: You don’t have to use the whole story. Sure, it has X, Y, and B, 
but not A, C, and Z. So what? We’re not trying to re-create the fairy tale here. Rather, we’re trying to 
make use of details or patterns, portions of some prior story (or, once you really start thinking like a 
professor, “prior text,”  since everything is a text) to add depth and texture to your story, to bring out 
a theme, to lend irony to a statement, to play with readers’ deeply ingrained knowledge of fairy tales. 
So use as much or as little as you want. In fact, you may invoke the whole story simply by a single small 
reference. 
 
Why? Because fairy tales, like Shakespeare, the Bible, mythology, and all other writing and telling, 
belong to the one big story, and because, since we were old enough to be read to or propped up in 
front of a television, we’ve been living on that story, and on its fairy variants. Once you’ve seen Bugs 
Bunny or Daffy Duck in a version of one of the classics, you pretty much own it as part of your 
consciousness. In fact, it will be hard to read the Grimm Brothers and not think Warner Brothers. 
 
Doesn’t that work out to be sort of ironic? 
 
Absolutely. That’s one of the best side effects of borrowing from any prior text. Irony, in various guises, 
drives a great deal of fiction and poetry, even when the work isn’t overtly ironic or when the irony is 
subtle. Let’s face it, these two clandestine lovers are hardly babes in the woods. But maybe they are. 
Socially out of their depth in this part of town. Morally misguided, perhaps. Lost and in danger. 
Ironically, their symbols of power – BMW, Rolex watch, money, expensive clothes – don’t help them a 
bit and actually make them more vulnerable. Finding their way and avoiding the witch may be as hard 
for them as for the two pint-sized venturers of the original. So they don’t have to push anyone into an 
oven, or leave a trail of crumbs, or break off and eat any of the siding. And they are probably far from 
innocent. Whenever fairy tales and their simplistic worldview crop up in connection with our 
complicated and morally ambiguous world, you can almost certainly plan on irony. 
 
In the age of existentialism and thereafter, the story of lost children has been all the rage. Coover. 
Carter. John Barth. Tim O’Brien. Louise Erdrich. Toni Morrison. Thomas Pynchon. On and on and on. 
But you don’t have to use “Hansel and Gretel”  just because it’s the flavor of the month. Or even of 
the last half century. “Cinderella”  will always have her uses. “Snow White”  works. Anything in fact 
with an evil queen or stepmother. “Rapunzel”  has her applications; even the J. Geils Band mentions 
her. Something with a Prince Charming? Okay, but tough to live up to the comparison, so be prepared 
for irony. 
 
I’ve been talking here as if you’re the writer, but you know and I know that we’re really readers. So how 
does this apply? For one thing, it has to do with how you attack a text. When you sit down to read a 
novel, you want character, story, ideas, the usual business. Then, if you’re like me, you’ll start looking 
for glimpses of the familiar: hey, that kind of feels like something I know. Oh wait, that’s out of Alice in 
Wonderland. Now why would she draw a parallel to the Red Queen here? Is that the hole in the 
ground? Why? Always, why? 
 
Here’s what I think we do: we want strangeness in our stories, but we want familiarity, too. We want a 
new novel to be not quite like anything we’ve read before. At the same time, we look for it to be 
sufficiently like other things we’ve read so that we can use those to make sense of it. If it manages both 
things at once, strangeness and familiarity, it sets up vibrations, harmonies to go with the melody of the 
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main story line. And those harmonies are where a sense of depth, solidity, resonance comes from. 
Those harmonies may come from the Bible, from Shakespeare, from Dante or Milton, but also from 
humbler, more familiar texts. 
 
So next time you go to your local bookstore and carry home a novel, don’t forget your Brothers Grimm. 
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Questions for Chapter 8: Hanseldee and Greteldum in 
How to Read Literature Like an English Professor by Thomas C. 
Foster 
 
INSTRUCTIONS: On a separate sheet of paper, write each question and your answer. 
When a question asks you to look up a term, you may use a number of sources, including 
Wikipedia, the New York Times, and the dictionary. For questions 2, 9, and 10, please 
use at least two sources.  
 
1. What does “all literature grows out of other literature” mean?  
 
2. What does “canonical” mean? (please look it up, using 2 sources) 
 
3. Why do people pretend that the “master list” does not exist? You can probably base 

your answer on the material in the 2nd paragraph without doing further research. 
 
4. What does it mean to say that “Shakespeare has been the gold standard for allusion 

for four hundred years and still is”? 
 
5. What does “he’s all quotes from elsewhere to begin with” mean? 
 
6. What does “diversification of the canon” mean? 
 
7. What does “lack of ambiguity” mean, & why is it a good thing? 
 
8. According to Foster, which fairy tale has the most “drawing power” today (& do you 

agree)? 
 
9. What does “the age of anxiety” refer to? (please look it up, using 2 sources) 
 
10. What was the “lost generation”? (please look it up, using 2 sources) 
 
11. What does “metonymy” mean?  
 
12. What does “metonymically transformed” mean? 
 
13. Foster gives one reason why, in Robert Coover’s version of “Hansel and Gretel,” it is 

more menacing that the witch kills the doves who eat the bread crumbs? What is 
another reason, in your view?   

 
14. What does “trepidation” mean? (please look it up) 
 
15. Foster tells us that writers use old stories in two ways. What are they?  
 
16. What is a “prior text”? 
  

HW 
READING QUESTIONS 
 
Chapter 8 
Hanseldee and Greteldum 
 
DUE 10/15/2013 



 
17. By Foster’s reasoning (especially the two paragraphs on the 3rd page) what is one 

reason high schools and colleges teach literature classes? 
 
18. What is “the one big story”? 
 
19. What is “irony”? (please look it up – and find one source that defines “irony” as it 

applies to a work of fiction or drama)   
 
20. When references to fairy tales are present in a work of fiction or drama, what else 

does Foster say you should count on seeing? 
 
21. Why, in your own words, do stories of lost children have more power now than in 

earlier centuries? 
 
22. What is “existentialism”? (please look it up) 
 
23. Why does Foster say that, in an age of existentialism, any story with an evil queen or 

stepmother works well as a source for contemporary stories? 
 
24. If you are an educated reader, what is the 2nd thing you look for in a text, after you’ve 

focused on the characters, story, and theme or ideas?  
 
25. What are the 2 qualities Foster believes we all want in stories? 
 
26. What are “harmonies” in a work of fiction?  
 
	  
	  
Foster, Thomas C. How to Read Literature Like a Professor: A Lively and Entertaining Guide to 
Reading Between the Lines. New York: Harper Perennial, 2003. 
 
 
  



 

 

 

X-1-2-3 

 

STEP 1. Write a short, simple declarative sentence that makes one statement.  

STEP 2. Write three sentences about the sentence in Step 1—clearly and directly about 
the whole of that sentence, not just something in it. [NOTE: Kerrigan is saying that 
sentences 1, 2, and 3 are about the subject and the predicate of Sentence X.] 

STEP 3. Write four or five sentences about each of the three sentences in Step 2—clearly 
and directly about the whole of the Step 2 sentence, not just something in it.  

Step 4. Make the material in the four or five sentences of Step 3 as specific and concrete 
as possible. Go into detail. Use examples. Don’t ask, “What will I say next?” Instead, say 
some more about what you have just said. Your goal is to say a lot about a little, not a 
little about a lot.  

STEP 5. In the first sentence of each new paragraph, starting with Paragraph 2, insert a 
clear reference to the idea of the preceding paragraph.  

STEP 6. Make sure every sentence in your theme is connected with, and makes a clear 
reference to, the preceding sentence. [NOTE: The connective words only have to refer to 
one part of the preceding sentence, not the whole sentence.] 

 
Kerrigan, William J. and Metcalf, Allen. Writing to the Point. 4th ed. New York: Harcourt Brace Jovanovich, 
Inc., 1987. Print. 
ISBN-10: 015598313X  
ISBN-13: 978-0155983137 
 
 
 

X Power corrupts. 

1 It corrupts the powerful. 
2 It corrupts the powerless.  
3 It corrupts every relationship between the two. 

 

 

 

http://english109mercy.wordpress.com/2012/02/08/282012-class-notes-x-1-2-3/  

 

X-1-2-3 
 
The 6 steps 
 
Writing to the Point by 
William J. Kerrigan 



 

 

Step 1 

 

STEP 1: Write a short, simple declarative sentence that makes one 
statement.  

 

Here is a “sentence X” for a very short paper in Writing to the Point: 

X  Writing to the Point, by William Kerrigan, gets results. 

 

NOTE: There are four kinds of sentences: declarative (statement), interrogative 
(question), exclamatory (What??!!!), and imperative (Stop!).   

A thesis statement is always a declarative sentence, never a question, exclamation, or 
command.  

In the Kerrigan method, and only in the Kerrigan method, the thesis makes just one 
statement:  

 

RIGHT: Power corrupts. 
WRONG: Power corrupts, [STATEMENT 1] but weakness is not the answer. [STATEMENT 2] 

 

You should use this rule whenever it helps, but don’t take it to heart! It’s perfectly 
acceptable for a thesis statement to contain more than one statement. It may even be the 
norm.  

Kerrigan’s X-1-2-3 approach is a terrific step-by-step method for learning to write a 
coherent 5-paragraph theme. It is so precise, it’s almost carpentry. Or a Lego kit. 

But X-1-2-3 is a teaching tool, not a formula for every paper you’ll ever write. Thesis 
statements often contain more than one statement, as we will see.  

 

 

 

  

X-1-2-3 
 
William J. Kerrigan’s  
6-step process for 
writing a theme 
 
STEP 1 



 

Step 2  
 
 
STEP 2. Write three sentences about the sentence in Step 
1—clearly and directly about the whole of that sentence, not just 
something in it.  
 
Kerrigan’s Step 2 sentences:  
 

X  Writing to the Point, by William Kerrigan, gets results 
1   It results in unified writing. 
2   It results in detailed writing. 
3   It results in coherent writing. 

 
 
 
NOTE and REVIEW: 
 
A sentence has a subject and a predicate, usually in that order: 
 

Power corrupts. 
Power [SUBJECT] corrupts. [PREDICATE] 

 
The subject is a noun (or “noun phrase); the predicate contains the verb: 
 

Power [NOUN PHRASE] corrupts [VERB]. 
 
When Kerrigan tells you to write three sentences about the “whole” of Sentence X, he 
means that your 3 sentences be about the subject and the predicate of Sentence X: 
 

X Power corrupts. 
 1   It corrupts the strong. 
 2  It corrupts the weak. 
 3  It corrupts all the relations between the two. 

 
Sentences 1, 2, and 3 are about “power” and about power “corrupting.”  
 
  

X-1-2-3 
 
William J. Kerrigan’s  
6-step process for 
writing a theme 
 
STEP 2 



 
Step 3 
 
 
STEP 3. Write four or five sentences about each of the three 
sentences in Step 2—clearly and directly about the whole of the Step 2 
sentence, not just something in it.  
 
Kerrigan’s “sentence stack”: 
 

X  Writing to the Point, by William Kerrigan, gets results. 
 
1   It results in unified writing.  

Step 1 ensures that the theme has a point.  
Steps 2 and 3 ensure that the theme sticks to the point. 
Steps 1, 2, and 3 produce a thesis statement, 3 topic sentences, and several  
sentences of development. 
Steps 1, 2, and 3 ensure that each sentence is about the entire thesis statement. 
 

2  It results in detailed writing.  
     Step 4 requires insists on writing.  
     Step 4 is the most detailed of the six.  
     Step 4 instructs that the paragraph sentences must be specific & concrete. 
     Step 4 calls for examples and anecdotes. 
 
3  It results in coherent writing. 

Steps 5 & 6 produce coherent writing.  
Step 5 connects every paragraph to the one before it.  
Step 6 connects every sentence to the one before it.  
Writing to the Point explains how to make connections with words like  
furthermore. 
Words like furthermore make the unity produced by Steps 1, 2, & 3 clear. 
 
 

 
  

X-1-2-3 
 
William J. Kerrigan’s  
6-step process for 
writing a theme 
 
STEP 3 



 
 
Step 4 
 
 
Step 4. Make the material in the four or five sentences of Step 3 as 
specific and concrete as possible. Go into detail. Use examples. Don’t 
ask, “What will I say next?” Instead, say some more about what you 
have just said. Your goal is to say a lot about a little, not a little about 
a lot.  
 
 
NOTE: This is the stage I’ve been calling “elaboration” or “explanation.”  
 

The “T.E.E.” paragraph: 
 

TOPIC SENTENCE 
EXPLANATION/ELABORATION 
EXAMPLES 

 
 
 
  

X-1-2-3 
 
William J. Kerrigan’s  
6-step process for 
writing a theme 
 
STEP 4 



 

 

Exemplar* Paragraph 

 

The characters are flat, with no inner life. They personify virtues and vices, such as 

courage and cowardice, honesty and dishonesty, patience and impatience, humility and 

boastfulness, kindness and cruelty, sincerity and flattery, cunning and artlessness, and 

the like. The characters are generally types. They are meant to represent aspects of 

human nature: the proud peacock, the clever crow, the defiant donkey, the oracular owl, 

the plodding turtle, the cocky hare, the greedy pig. 

D’Angelo, Frank J. Composition in the Classical Tradition. Needham Heights, MA: Allyn & Bacon, 2000. 
Print. (60). 

 

 
 
T.E.E. formula for paragraphs 
 

Topic sentence 
Explanation/Elaboration (aka “development” of topic) 
Example(s) 
 
Topic sentence The characters are flat, with no inner life. 

 
Explanation/elaboration 
 

They personify virtues and vices, such as courage and 
cowardice, honesty and dishonesty, patience and 
impatience, humility and boastfulness, kindness and 
cruelty, sincerity and flattery, cunning and artlessness, and 
the like. 
 

Explanation/elaboration 
 

The characters are generally types. 
 

Examples They are meant to represent aspects of human nature: the 
proud peacock, the clever crow, the defiant donkey, the 
oracular owl, the plodding turtle, the cocky hare, the 
greedy pig. 
 

  
NOTE: The topic sentence needs to come early in the paragraph, but elaboration and 
examples can be arranged in whatever sequence makes sense.   
 
 
* Exemplar: one that serves as a model or example (in this case, a good paragraph for you to emulate) 
   Emulate: to strive equal or excel 
Usedfall2013 

EXEMPLAR PARAGRAPH  
 
T.E.E. 
Topic sentence 
Explanation/Elaboration 
Examples 



Step 5  
 
 
STEP 5. In the first sentence of each new paragraph, starting 
with Paragraph 2, insert a clear reference to the idea of the preceding 
paragraph.  
 
 
 
Kerrigan’s completed theme with reference to preceding paragraph in 
boldface: 
 

Writing to the Point gets results.  

It results in unified writing. Thanks to Step 1, for example, a theme starts out not just 

with a topic but with a clear unifying point. Thanks to Steps 2 and 3, the rest of the 

theme sticks to that point. Those steps call for paragraph topic sentences and then 

development of the paragraphs all on that point. Each sentence must be “clearly and 

directly about the whole of” the point. 

It also results in detailed writing about that unified point. Step 4 insists on it. In fact, 

Step 4 itself is the most detailed of all the six. Among other things, it instructs that the 

sentences filling out each paragraph must be specific and concrete. Step 4 also calls for 

examples and anecdotes that explain and support the point. 

Finally, down to the last detail, it results in coherent writing. This is thanks to Steps 

5 and 6. Step 5 connects every paragraph to the one before it; Step 6 connects every 

sentence to the sentence before it. The book tells how to make these connections with 

words like furthermore, however, thus, and now. Such connectives make clear to the 

reader the underlying unity produced by Steps 1, 2, and 3.  

Step by step, then, Writing to the Point results in writing with three essential 

qualities: unity, detail, and coherence. 

 
 
 
  

X-1-2-3 
 
William J. Kerrigan’s  
6-step process for 
writing a theme 
 
STEP 5 
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from Writing to the Point:

STEP 6. Make sure every sentence in your theme is connected with, and makes
a clear reference to, the preceding sentence.

[Step 6] stuns some people. It seems to claim to be a truth—a big truth—about all
writing; yet since they have never heard it before, how can it be true?

In fact, I had teaching with me once, as a practice teacher, an intelligent young
woman who was doing graduate work in English at one of our state universities. She
had previously been a technical editor in the aerospace industry. She enjoyed her work
teaching Steps 1 through 5 and did it excellently, I am happy to say. I suspect Step 5
may have been something of an eye-opener for her; but when I proposed Step 6 to her,
she looked at me as if I were out of my mind. “Why, that’s simply not so,” she said.

“Well,” I said, “don’t take my word for it. But go to any printed essay or article that
you think is well written, and see whether every sentence in it doesn’t connect with,
and make clear reference to, the preceding sentence.”

She went away shaking her head, her eyes clouded with doubt. But a couple of days
later she returned, after having done some conscientious and extensive investigation,
and said simply, “Now I see why I haven’t been getting A’s on my papers at the uni-
versity.”

AND SEE:
• William J. Kerrigan on Step 6:
..7 ways to connect sentences
• X-1-2-3: all posts
• Anaphora: all posts
• Cohesion and coherence: all posts

http://www.amazon.com/Writing-Point-William-Kerrigan/dp/015598313X/ref=sr_1_1?ie=UTF8&qid=1349113797&sr=8-1&keywords=Writing+to+the+Point+William+J+Kerrigan
http://english109mercy.wordpress.com/2012/10/10/more-from-william-j-kerrigan-on-step-6/
http://english109mercy.wordpress.com/2012/10/10/more-from-william-j-kerrigan-on-step-6/
http://english109mercy.wordpress.com/category/x-1-2-3/
http://english109mercy.wordpress.com/category/anaphora/
http://english109mercy.wordpress.com/category/cohesion-and-coherence/


Step 6  
 
 
STEP 6. Make sure every sentence in your theme is 
connected with, and makes a clear reference to, the preceding 
sentence.  
 

NOTE: In this step, the connective words only have to refer to one part of the preceding 
sentence, not the whole sentence. 
 

 

Kerrigan’s completed theme with anaphora in bold: 
 

Writing to the Point gets results.  

It results in unified writing. Thanks to Step 1, for example, a theme starts out not 

just with a topic but with a clear unifying point. Thanks to Steps 2 and 3, the rest of 

the theme sticks to that point. Those steps call for paragraph topic sentences and then 

development of the paragraphs all on that point. Each sentence must be “clearly and 

directly about the whole of” the point. 

It also results in detailed writing about that unified point. Step 4 insists on it. In fact, 

Step 4 itself is the most detailed of all the six. Among other things, it instructs that 

the sentences filling out each paragraph must be specific and concrete. Step 4 also calls 

for examples and anecdotes that explain and support the point. 

Finally, down to the last detail, it results in coherent writing. This is thanks to Steps 

5 and 6. Step 5 connects every paragraph to the one before it; Step 6 connects every 

sentence to the sentence before it. The book tells how to make these connections with 

words like furthermore, however, thus, and now. Such connectives make clear to the 

reader the underlying unity produced by Steps 1, 2, and 3.  

Step by step, then, Writing to the Point results in writing with three essential 

qualities: unity, detail, and coherence. 

 
  

X-1-2-3 
 
William J. Kerrigan’s  
6-step process for 
writing a theme 
 
STEP 6 
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Part 1: “Step 6 stuns some people.”

William J. Kerrigan explains Step 6:

STEP 6. Make sure every sentence in your theme is connected with, and makes a clear
reference to, the preceding sentence.

1.
Repeat in Sentence B (the second of any two sentences) a word used in sentence A (the
first of those two sentences).
EXAMPLE: The fable is a short tale designed to teach a lesson. The purpose of the fable
is to give advice…

2.
Use in sentence B a synonym of a word in sentence A.
EXAMPLE: Researchers presented four crows with a pile of stones and a narrow flask of
water at the bottom of which was a worm. The birds all picked up the stones and placed
them in the flask, raising the water level to the point where they could reach the worm.

3.
Use a pronoun in sentence B to refer to an antecedent in sentence A.
EXAMPLE: The characters in fables are flat. They personify virtues and vices.

4.
Use in sentence B an antonym [opposite] of a word in sentence A.
[Use this technique when you’re showing a contrast or difference.]
EXAMPLE: In the far south of Africa, the Dutch and British and other Europeans were
already living and trading….But   north of Karuman lay the rest of the huge continent of
Africa   , hundreds and hundreds of miles that no European had ever seen.
["South" and "north" are opposites.]

5.
Use in sentence B a word commonly paired with a word in sentence A.
EXAMPLE: The Grimms, however, changed more than the style of the tales. They

http://english109mercy.wordpress.com/2012/10/01/william-j-kerrigan-on-step-6/
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changed the content.
[“Style” and “content” are usually associated in discussions of fiction. Source: “The Lure
of the Fairy Tale by Joan Acocella | The New Yorker | 7.23.2012

6.
Repeat a sentence structure.
EXAMPLE: I like pigs. Dogs look up to us. Cats look down on us. Pigs treat us as equals.
– Winston Churchill
DOGS LOOK UP TO US
CATS LOOK DOWN ON
Same structure, same rhythm.

7.
Use a connective in sentence B to refer to an idea in sentence A.
EXAMPLES: for, therefore, however, although, etc.

AND SEE:
• William J. Kerrigan explains Step 6 and tells a story  
• Anaphora: all posts
• Cohesion and coherence: all posts

http://www.newyorker.com/arts/critics/books/2012/07/23/120723crbo_books_acocella
http://english109mercy.wordpress.com/2012/10/01/william-j-kerrigan-on-step-6/
http://english109mercy.wordpress.com/category/anaphora/
http://english109mercy.wordpress.com/category/cohesion-and-coherence/
cijohn
Text Box
http://english109mercy.wordpress.com/2012/10/10/more-from-william-j-kerrigan-on-step-6/



Folktales - Introduction 
 
Find:  
Thesis statement (if there is one) 
Topic sentences 
Elaboration or explanation of topic sentences 
Examples & illustration of topic sentence 
Transitions & connectors 
 
 

1st paragraph: 
 
1. Thousands of years before individual writers created them, stories were shared by communities.  
 
2. Long before the inventions of writing and the printing press, people were telling stories to one another.  
 
3. Out of this oral tradition of shared storytelling, a tradition that extends all over the world, has come the 

folktale. Thesis statement 
 
 

2nd paragraph: 
 
1. The word "folktale" comes from the German word Volk, which means "the people."  
 
2. Folktales, then, are forms of popular expression, reflections of shared interests and beliefs. TOPIC 

SENTENCE 
 
3. Unlike a modern story, which is generally created by one author, a folktale has no known author, no 

single person who owns it. ANALYSIS / ELABORATION/ EXPLANATION 
 
4. Folktales are alive and democratic. ELABORATION  
 
5. Because they are group creations, folktales exist in different variations (see Part IV, "Analogues" for 

examples of a few of them). EXPLANATION / ELABORATION 
 
6. Studies of these different variations give us a chance to see how communities change stories, whether to 

express their creative impulses or for social reasons. EXPLANATION / ELABORATION 
 
7. A modern example of this second process can be seen in how the ending of "Little Red Riding Hood," 

which was originally a folktale, has changed. ILLUSTRATION / EXAMPLE / EVIDENCE  
 
8. In an earlier version of the story from the seventeenth century, when the wolf eats the grandmother and 

Little Red Riding Hood, they remain eaten. ILLUSTRATION / EXAMPLE / EVIDENCE (THEY 
ARE ELABORATING THEIR ILLUSTRATION!) 

 
9. In modern versions of this story, the grandmother remains alive in the wolf's belly and is reunited with 

her granddaughter. EXAMPLE (ELABORATING THEIR EXAMPLE!) 
 
10. Our culture seems to find the death of the maiden and her grandmother in the story disturbing —we 

might see its treatment of children and the elderly as frightening outcomes for young readers—and has 
revised it perhaps to fit our system of values more closely. CONCLUDES THE EXAMPLE – WRAP-
UP 

 

cijohn
Line



3rd paragraph: 
 

1. The plots, characters, and settings of folktales and fairy tales have certain characteristic features. 
TOPIC SENTENCE 

 
2. They generally have happy endings. ELABORATION / EXPLANATION OF PLOT 
 
3. Plot developments often follow a pattern of three-fold repetition (see Luthi's essay on "Rapunzel"). 

ELABORATION / EXPLANATION OF PLOT 
 
4. This organization of things into threes or triads may have served as a way of helping storytellers 

remember the stories as they told them; the number three may have some kind of symbolic value 
connected with a religious meaning that has since been lost. [NOTE: 2 independent clauses joined by a 
semicolon]  

 

5. Folktale (and fairy tale) characters tend to be simple and clearly defined: they are either good or bad, 
old or young, beautiful or ugly, brave or cowardly. [NOTE: 2 independent clauses joined by a colon] 
ELABORATION / EXPLANATION 

 
6. As a result, they are often more vivid and memorable than more complex, realistic characters. WRAPS 

UP PLOT 
 
7. And the settings or things mentioned in folktales, unlike those in more realistic stories, are not just 

added "for local color" or to show us a detailed picture of the physical world.  
 
8. Instead, they function mainly to move the plot of the story along and sometimes for symbolic purposes.  
 
9. In "The Tinker and the Ghost," for instance, the Ghost tells the Tinker about three bags that are buried 

"Out in the courtyard, under a cypress tree."  
 
10. The location and description of the courtyard and the tree don't really matter; what does matter is how 

the ghost's instructions take us to the next part of the story and how cypress trees, which often grew in 
cemeteries, might be symbolically connected with ghosts and death. 

 
 

4th paragraph: 
 

1. Folktales often include elements of wonder, magic, and the supernatural; like the other materials in this 
book, their origins go back to a time when people generally believed in magic and accepted the idea that 
some spirit world existed "out there." [NOTE: 2 independent clauses joined by a semicolon] 

 
2. But, as psychoanalyst Max Luthi points out, in the world of folktales, magic is usually not looked on 

with awe or wonder.  
 
3. Rather, it is taken for granted; no one is surprised when a giant appears or a fox speaks. [NOTE: 2 

independent clauses joined by a semicolon] 
 
4. The folktale, like the fairy tale, takes us into a world closer to our desires and fears than to objective 

reality, a world of "once upon a time" where, as one story says, "wishing still helped." 
 
 

5th paragraph: 
 

1. At the same time, folktales often have a down-to-earth humor to them and an acceptance of the ordinary conditions 
of life that reflects their roots in the common people.  

 
2. It is this, as much as anything, that gives them their enduring appeal.  
 
3. Of all the types of stories ever created, folktales offer the richest and most diverse picture of the imaginations of 

cultures throughout the world. 
 



 
 

Find:  
Topic sentences 
Elaboration or explanation of topic sentences 
Examples & illustration of topic sentence 
Transitions & connectors 
 
 

1st paragraph: 
 

1. Thousands of years before individual writers created them, stories were shared by communities.  
2. Long before the inventions of writing and the printing press, people were telling stories to one 

another.  
3. Out of this oral tradition of shared storytelling, a tradition that extends all over the world, has come 

the folktale.  
 
 

2nd paragraph: 
 
11. The word "folktale" comes from the German word Volk, which means "the people."  
 
12. Folktales, then, are forms of popular expression, reflections of shared interests and beliefs.  
 
13. Unlike a modern story, which is generally created by one author, a folktale has no known author, no 

single person who owns it.  
 
14. Folktales are alive and democratic.  
 
15. Because they are group creations, folktales exist in different variations (see Part IV, "Analogues" for 

examples of a few of them).  
 
16. Studies of these different variations give us a chance to see how communities change stories, whether to 

express their creative impulses or for social reasons.  
 
17. A modern example of this second process can be seen in how the ending of "Little Red Riding Hood," 

which was originally a folktale, has changed.  
 
18. In an earlier version of the story from the seventeenth century, when the wolf eats the grandmother and 

Little Red Riding Hood, they remain eaten.  
 
19. In modern versions of this story, the grandmother remains alive in the wolf's belly and is reunited with 

her granddaughter.  
 
20. Our culture seems to find the death of the maiden and her grandmother in the story disturbing —we 

might see its treatment of children and the elderly as frightening outcomes for young readers—and has 
revised it perhaps to fit our system of values more closely. 

 

T.E.E. 
paragraphs in 
the Introduction 
to Folktales 



3rd paragraph: 
 
11. The plots, characters, and settings of folktales and fairy tales have certain characteristic features.  
 
12. They generally have happy endings.  
 
13. Plot developments often follow a pattern of three-fold repetition (see Luthi's essay on "Rapunzel").  
 
14. This organization of things into threes or triads may have served as a way of helping storytellers 

remember the stories as they told them; the number three may have some kind of symbolic value 
connected with a religious meaning that has since been lost. [NOTE: 2 independent clauses joined by a 
semicolon] 

 
15. Folktale (and fairy tale) characters tend to be simple and clearly defined: they are either good or bad, 

old or young, beautiful or ugly, brave or cowardly. [NOTE: 2 independent clauses joined by a colon] 
 
16. As a result, they are often more vivid and memorable than more complex, realistic characters.  
 
17. And the settings or things mentioned in folktales, unlike those in more realistic stories, are not just 

added "for local color" or to show us a detailed picture of the physical world.  
 
18. Instead, they function mainly to move the plot of the story along and sometimes for symbolic purposes.  
 
19. In "The Tinker and the Ghost," for instance, the Ghost tells the Tinker about three bags that are buried 

"Out in the courtyard, under a cypress tree."  
 
20. The location and description of the courtyard and the tree don't really matter; what does matter is how 

the ghost's instructions take us to the next part of the story and how cypress trees, which often grew in 
cemeteries, might be symbolically connected with ghosts and death. 

 
 

4th paragraph: 
 
5. Folktales often include elements of wonder, magic, and the supernatural; like the other materials in this 

book, their origins go back to a time when people generally believed in magic and accepted the idea that 
some spirit world existed "out there." [NOTE: 2 independent clauses joined by a semicolon] 

 
6. But, as psychoanalyst Max Luthi points out, in the world of folktales, magic is usually not looked on 

with awe or wonder.  
 
7. Rather, it is taken for granted; no one is surprised when a giant appears or a fox speaks. [NOTE: 2 

independent clauses joined by a semicolon] 
 
8. The folktale, like the fairy tale, takes us into a world closer to our desires and fears than to objective 

reality, a world of "once upon a time" where, as one story says, "wishing still helped." 
 
 

5th paragraph: 
 

4. At the same time, folktales often have a down-to-earth humor to them and an acceptance of the 
ordinary conditions of life that reflects their roots in the common people.  

 
5. It is this, as much as anything, that gives them their enduring appeal.  

 
6. Of all the types of stories ever created, folktales offer the richest and most diverse picture of the 

imaginations of cultures throughout the world. 
 
 
Canaan, Howard and Feimer, Joel N. Tales of Wonder from Many Lands: A Reader for Composition. 4th Ed. Deerpark, 
NY: Linus Publications, 2009. (69-70.) 
 



 
 
8 + 1 parts of speech 
 
 
Linguists Rodney Huddleston and Geoffrey Pullum divide English words into 8 parts of speech: 
nouns, verbs, adjectives, determinatives, adverbs, prepositions, coordinators, and 
subordinators.  
 

Pronouns, they group with nouns, but because pronouns come up so often in class, I’ve given 
them their own line in the chart below.  
 
 
 
i. Noun The dog barked. That is Sue. We saw Jo. 

 
ii. Pronoun He barked. That is she. We saw you. 

 
iii. Verb The dog barked. It is impossible. I have a headache. 

 
iv. Adjective He’s very old. It looks empty. I’ve got a new car. 

 
v. Determinative The dog barked. I need some nails. All things change. 

 
vi. Adverb She spoke clearly. He’s very old. I almost died. 

 
vii. Preposition It’s in the car. I gave it to Sam. Here’s a list of them. 

 
viii. Coordinator I got up and left. Ed or Jo took it. It’s cheap but strong. 

 
ix. Subordinator It’s odd that they 

were late. 
I wonder whether 
it’s still available. 

They don’t know if 
you’re serious. 

 
 
 
Adapted from: Huddleston, Rodney and Pullum, Geoffrey K. A Student’s Introduction to English Grammar. 
Cambridge: Cambridge University Press, 2005. Print. 
 
 
 

HANDOUT 
Parts of Speech 
8 + 1 



NAME ________________ 

DATE  ________________ 
 
 
Froobling greebies I have known and loved 
 
INSTRUCTIONS: Read the following sentence and answer the questions below. 
 
The froobling greebies snarfed the granflons that boofed nargily with great libidity.  
 
 
1. What tense is this sentence in? (When does the action take place?) _________________  
 
2. Rewrite the complete sentence, changing the tense:  __________________________ 
 
________________________________________________________________ 
 
3. Which word or words changed when you changed the tense? _____________________ 
 
4. So which word or words is/are the verb(s)? _________________________________ 
 
5. How many clauses does this sentence have? ________________________________ 
 
6. List the clause or clauses: 
 
________________________________________________________________ 
 
________________________________________________________________ 
 
7. Is there a dependent clause in this sentence? _______________________________ 
 
8. If so, what is it? ___________________________________________________ 
 
9. Which word or words is/are performing the action(s) in the verbs? ________________ 
 
________________________________________________________________ 
 
10. So which word or words is/are the subject(s) of the sentence? ___________________ 
 
________________________________________________________________ 
 
11. List all of the nouns in the sentence:  ____________________________________ 
 
12. List any pronouns in the sentence (pronouns stand in for nouns): _________________ 
 
13. List any adjectives in the sentence (adjectives modify nouns): ____________________ 
 
14. List any adverbs in the sentence (adverbs modify verbs, adjectives & other adverbs): ____ 
 
________________________________________________________________ 
 
15. List the determiners in the sentence: _____________________________________ 
 
16. List the prepositions in the sentence: _____________________________________ 
 
17. Is this a complete sentence? If so, why? If not, why not? ________________________ 
 
________________________________________________________________ 

GRAMMAR 
 
Froobling 
greebies 



 
 
ANSWERS 
 
The froobling greebies snarfed the granflons that boofed nargily with great libidity.  
 
 
1. What tense is this sentence in? (When does the action take place?) ______past_______  
 
2. Rewrite the complete sentence, changing the tense:  _The froobling greebies snarf the 
 
 granflons that boof nargily with great libidity.___________________________ 
 
3. Which word or words changed when you changed the tense? __snarfed; boofed_____ 
 
4. So which word or words is/are the verb(s)? ______snarfed; boofed_____________ 
 
5. How many clauses does this sentence have? ___________2___________________ 
 
6. List the clause or clauses: 
 
___ The froobling greebies snarfed the granflons _________________________ 
 
____ that boofed nargily with great libidity ______________________________ 
 
7. Is there a dependent clause in this sentence? ______________yes_______________ 
 
8. If so, what is it? ____ that boofed nargily with great libidity _________________ 
 
9. Which word or words is/are performing the action(s) in the verbs? _ greebies; granflons_  
 
10. So which word or words is/are the subject(s) of the sentence? __ greebies; granflons __ 
 
11. List all of the nouns in the sentence: __ greebies; granflons; libidity_____________ 
 
12. List any pronouns in the sentence (pronouns stand in for nouns): ____that___________ 
 
13. List any adjectives in the sentence (adjectives modify nouns): _froobling; great_______ 
 
14. List any adverbs in the sentence (adverbs modify verbs, adjectives & other adverbs): _____ 
 
__ nargily _________________________________________________________ 
 
15. List the determiners in the sentence: _____________the, the __________________ 
 
16. List the prepositions in the sentence: _______________with___________________ 
 
17. Is this a complete sentence? If so, why? If not, why not? Yes, it is a complete sentence 

because the main clause has a subject and a predicate, and it does not have a 

dependent marker word._____________________________________________ 

 
 
Source: 
Linguistics First, Then Grammar Kristin Denham Western Washington University ATEG 2003 
Last revised: 3/23/2012 




