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INTRODUCTION
These ‘candidate style answers’ have been written by subject
experts to support teachers in interpreting the new OCR A
level Language and Literature (EMC) specification and sample
assessment materials. These responses have been written to
exemplify a good, or excellent, response to each question, but
it is important to note that they were not written by A level
candidates. Exemplars of actual examination scripts and nonexam assessment tasks will be provided when they are available
after the first examination series.
As these responses have not been through a full standardisation
and moderation process, they have not been given a final mark or
a grade. Instead they are presented as ‘higher level’ responses that
clearly demonstrate features of a Level 5 and / or Level 6 response.
Please also refer to the marking criteria in the A level Language
and Literature Sample Assessment Materials when reading these
‘candidate style answers’.
Please note that this resource is provided as guidance only and
does not constitute an indication of endorsed answers or grading.
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TASK 1A

In Cold Blood and Stuart, A Life Backwards
A comparative analysis of the way Truman Capote and Alexander Masters convey people’s
voices in two non-fiction texts about real people and events – In Cold Blood and Stuart, A
Life Backwards

In Cold Blood and Stuart, A Life Backwards have strong similarities, both being non-fiction
accounts that present real people and their lives, largely by re-creating them through
extensive use of their speech. However there are strong differences in the ways Capote
and Masters represent the voices of their ‘characters’, relating to the ways that each writer
uses both fiction and non-fiction techniques to allow their readers to hear the voices of
these people.1 2 3

1. AO1 Coherent
and fluently written
introduction, applying
relevant methods from
linguistic and literary
study
2. AO4 The introduction
establishes succinctly the
area of connection across
the texts. This is sustained
throughout the essay, by
comparative comment
on key areas of similarity
and difference
3. AO3 Awareness
of context and its
significance is woven
into the argument, right
from the start, as key to
understanding how voice
is differently presented
in the two texts. The
influence of the context
on the texts is made clear
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The context of the writing of the two books is significant in shaping how the writers
convey the voices of the characters. In Cold Blood was researched and written in 1960s
USA over a period of months. Capote travelled far from his ‘comfort zone’ in New York to
write about an appalling murder that had taken place in Kansas, but shocked the whole
of the USA. Although a well-known writer of fiction, Capote took on the role of journalist,
interviewing many of the people involved. He says in his Acknowledgements that:
‘All the material in this book not derived from my own observation is either taken
from official records or is the result of interviews with the persons directly concerned...’
He did not, however, use any recording equipment and stated that he did not
even take notes, relying instead on his memory of conversations. How accurate his recall
could be is questionable, yet the work is presented as non-fiction. This has been the
subject of some critical debate ever since. While Capote called it ‘immaculately factual’,
True Crime writer Jack Olsen, said of it:
‘I know fakery when I see it…Capote completely fabricated quotes and whole
scenes ...’
Masters got to know his subject, Stuart, personally and did extensive taperecording of conversations. These are referred to explicitly early in the book, for instance
on page 32 where he says ‘I check the tape recorder and discover I have to begin again
anyway because I’ve forgotten to release the pause button.’ This quotation reveals one
key difference in the way the two writers present the voices of their characters; Capote
and his method of capturing voices are both largely absent from the text itself, while
Masters is constantly there in his own right, drawing attention to himself and the ways
in which he tried to convey his subject, Stuart.4 He is also very often there as one half of the
dialogue, with Stuart’s5 words being presented as direct speech in conversation with him. In this
sense, he is as much of a character in the text as Stuart himself. In the opening sentence, Masters
says ‘Stuart does not like the manuscript’, followed by a stretch of dialogue between them:
‘What’s the matter with it?’
‘It’s bollocks boring.’
The lack of speech tags here minimizes the direction of the reader’s sympathies through the
narrative voice, which gives more weight to Stuart’s voice, even though it’s clearly edited and
shaped by Masters.
A significant amount of the book is taken up with whether Masters is doing justice
to Stuart, according to Stuart himself. This, in itself, is a very good way of capturing the flavour
of Stuart’s voice and forthright interactions with people. While Capote quotes great chunks of
people’s speech, seemingly in their own words, either in conversation with others, or in what
they’ve said to him, he never brings himself into the dialogue in this way. For Masters his own
explicit presence in the book is vital. In an emagazine interview in February 2011 he said:
‘Any portrait of a person like Stuart […] must also reflect the person doing the portrait.
It can’t be any other way. I’ve got all my ideas about life, my values and prejudices: they’re
obviously going to affect the way I see and interpret and justify (or condemn) Stuart. If I don’t put
myself in, expose the sort of relationship I had with him and the circumstances in which I found
out about him, you can’t know whether I’m doing him justice or not.’
Unlike Capote, Masters is also involved in many of the events reported as a participant,
not just as an observer, witness or reporter. Masters the writer, is ‘writing’ Masters the character,
as well as Stuart.
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4. AO3 Perceptive
understanding of
the significance and
influence of the context
of the writing and the
impact on both texts
5. AO2 A sustained
section, exploring the
ways meanings are
shaped through linguistic
choices, moving nimbly
from one text to the
other (AO4)
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One key difference between the two books concerns exactly whose voices the writers choose to
convey. Capote seems able to draw on the voices of all the key players, using verbatim accounts
in the form of direct speech or descriptions using reported speech. He quotes witnesses,
townsfolk, investigators and the accused themselves, often in conversation with each other as
well as in interview situations recalling what happened. In Chapter 4, for instance, Josie Meier,
the undersheriff’s wife, is given three pages of direct speech, with a strong sense of an authentic,
individual voice achieved by incorporating many features of spoken language. For instance, the
non-standard use of the plural verb form ‘don’t’ in ‘That don’t worry me’, suggests spoken Kansas
dialect. The fronting of the subject in ‘Most of these women, you got to feel sorry for them’ is
typical of speech, as is the repeated use of ‘and’ as a connective in ‘I made six apple pies and
baked some bread and all the while kept track of the goings-on down there on the Square’. The
use of ellipsis, ‘Surprised he didn’t catch pneumonia’ or vague language, ‘So I kind of had my heart
in my mouth’ all give a sense of this as a piece of verbatim testimony, taken down by Capote.
Often, Capote has long stretches of dialogue from the period of the events
surrounding the murder that he couldn’t possibly have been party to. Capote represents
this kind of extended conversation as if he – or someone - was present to record it word
for word, even though it is unlikely to have been a recorded interview transcript. By
contrast, Masters generally only quotes conversations he has himself actually been
involved in, or conversations remembered in the voice of Stuart himself, from many hours
of tape recordings.6
A close look at the conversation between Perry and Dick in a booth in a Kansas7 City
Diner, in Chapter 2 of In Cold Blood, demonstrates some of the significant differences in Capote’s
approach to that of Masters. Much of this lengthy scene must be re-created dialogue, since
it is not the kind of thing that Perry or Dick would have recounted to Capote in retrospective
interviews. However, given that so much is presented as if in the voices of the participants,
and nothing is stated to suggest that this is an imaginative recreation, there is a slightly
uncomfortable blurring of the truth of Capote’s claim that nothing is made up. Some of the
dialogue also feels invented. For instance, the speech attribution, as in this example, seems to be
aware of Dick’s motivation, personality and the subtext:
‘Sure,’ said Dick. Sure. He’d be too scared.’ A marvel really, the ease with which Dick
negotiated changes of mood; in a trice, all trace of meanness, of sullen bravura, had evaporated.’
This contrasts strongly with Masters’ tendency to allow dialogue to stand alone, without even
including speech attribution.
Capote goes on to quote Perry describing a recurring dream he had when he was
a child. From his meetings with him, Capote will have been able to capture some of his
distinguishing speech patterns, the voice of an uneducated young (naïve, even childish) man.
The use of elliptical sentence structures typical of spontaneous speech and opening sentences
with conjunctions give it the flavour of real speech, for instance, ‘But I know… So I go… And
Jesus’, as does the use of vague language such as, ‘it kind of makes me sick’. Expletives, like ‘Jesus
… sonofabitch… fat son of a bitch’ suggest his social background, as well as dialectal features
typical of US English, in lexis such as ‘I figure’ or the use of ‘head’ structure typical of speech
grammar, opening with a pronoun and deferring the noun subject to the end, as in ‘it smells
bad, that tree’. His use of interactive features, inviting involvement in a dialogue, such as ‘I know
this beforehand, see’ give a strong sense of a real conversation, as does the fact that Capote also
represents a short piece of Dick’s voice, which conveys a quite different character, more unfeeling
and unable to grasp the implications of Perry’s story. ‘Dick said, “So? The snake swallows you? Or
what?”
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6. AO3 Strong sense of
the different contexts
for writing the two texts
and the influence of this
on the very different
presentation of voices
7. AO1 – a sustained
section of close analysis
of the creation of voice,
applying relevant
concepts and methods
from linguistic and
literary study. AO2 –
detailed and relevant
critical analysis showing
how meanings are
shaped

A LEVEL ENGLISH LANGUAGE AND LITERATURE (EMC)

CANDIDATE STYLE ANSWERS

But the narrative shaping of the dream seems more like the voice of Capote, the educated writer.
It is highly crafted to create a particular view of Perry and when the second paragraph moves
out of direct speech to an indirect representation of Perry’s thoughts, the language Capote uses
is no longer authentic as Perry’s thoughts and seems more to be the product of the writer’s
imagination. The following examples show, both lexically and grammatically, a style of language
at odds with both typical speech and speech of a man such as Perry:
‘The finale … a source of private joy. .. Perry could not abide: anyone’s ridiculing … a warriorangel’. Capote, the writer, is clearly the voice in this example of rhetoric, building up structures
in a pattern of three: ‘So gently lifted him, enfolded him, winged him away.’ The author’s external
comment on Perry’s situation, rather than Perry’s own words, when he describes him as ‘A hated,
hating half-breed child’ is similarly rhetorical.
In this section, Capote does distinguish words claimed to be Perry’s direct speech, using
inverted commas. The voice of Perry is evident in these simple or elliptical sentence structures:
“… and she hit me with it. Hit me and hit me…”
Capote makes it explicit with this punctuation that there is a shift between Perry’s direct speech
(at least, as remembered) and the authorial voice, producing some interesting contrasting pairs
of expressions for instance in these words for the bird, ‘the towering bird’, the yellow ‘sort of
parrot;, or these to describe Willie-Jay, ‘Willie-Jay was different – delicate-minded, “a saint.”’
The contrast with Masters is that in Stuart: A Life Backwards we’re constantly8 made aware of
Masters’ efforts to capture Stuart’s voice accurately. This is partly because of Masters’ explicit
discussion of the issues involved, the inclusion of Stuart’s strong reaction to Masters and to the
manuscript as it is evolving, and partly to do with the fact that so much of Stuart’s voice is clearly
with Masters present or actually involved in the dialogue (see above). However, it is also to do
with the ways in which the speech itself is treated.
In recounting a conversation with Stuart during a car journey, on page 129 , Masters
presents the conversation with a variety of speech representation. There is direct speech
dialogue, verging on free direct speech, as there are no quotatives to include the writer’s slant
(eg. ‘he insisted’). For example in,
‘Why didn’t you get a job?’
‘How could I? Always drunk.’
there is no authorial comment, so, in a sense, it is non-judgemental. He never, for example,
presumes – as Capote does – to tell the reader what Stuart is thinking. However, given the social
context, it’s likely that in never having a job, because always drunk would be read as critical of
Stuart’s lifestyle.
Masters presents Stuart’s voice as lively and colloquial. Across the book, the reader
recognises a distinctive idiolect in Stuart’s voice. As in Perry’s voice, Master’s presents features
of non-standard English, indicating his social standing, as in ‘I never get no encouragement’
and ‘Nah, that’s not rightly fair, I done valeting work for a mate of me brother’s’. Masters also
represents aspects of a regional dialect, in the pronunciation of ‘Nah’ and the adverb ‘rightly’.
Masters uses a sort of shorthand summary of the conversation to highlight points
that he feels are key to Stuart’s presentation, moving between indirect speech to direct speech
quotes, as in this example: ‘the costs … are ‘quite reasonable’, and is pleased to observe that
security will not be a significant issue’. There are amusing uses of free indirect speech, where the
origin of the comment remains ambiguous: ‘who – except artists, of course – would want to steal
such stuff?’ Unlike Capote, Masters makes his own thoughts explicit, as in
“ ‘Head-butted the bloke.’
Excellent. Of course you did. Just the thing. Stuart’s version of putting your head down
and getting on with it.”
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8. AO4 – This section
picks up the issues raised
in the previous detailed
analysis of an extract
by Capote, identifying
key differences in the
way Masters deals with
voice in relation to these
issues. A convincing and
successful approach
to comparison which
compares key issues in a
sustained way and allows
for close analysis of each
text
AO1 Clear evidence of
the excellent application
of relevant concepts and
methods of linguistic
and literary study
in the whole of this
setion. Detailed, precise
and accurate use of
terminology in relation to
well-chosen examples
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Sometimes, he implies his exasperated attitude by his choice of lexis, for instance
‘He has, he bugles on,’ ‘bugles’ ridiculing Stewart’s excited tone of voice.
In summary, I think that both writers effectively create convincing voices for their
subjects. However, because of contextual differences – for example, the writers’ purposes – there
are differences concerning authenticity. Masters’ portrayal of Stuart, despite some exasperation,
is a warm tribute. Capote’s presentation of Perry is more gripping, perhaps, but less reliably the
voice of the subject and therefore perhaps more exploitative.
2141 words
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TASK 1B

Why Be Happy When You Could Be Normal? and This Boy
A comparative analysis of time and structure In Winterson’s Why Be Happy When You Could
Be Normal? and Johnson’s This Boy

Why Be Happy and This Boy are both memoirs, written within a year of each other, in
2012 and 2013. Both deal with troubled childhoods and difficult early experiences but
in very different ways. Both are very powerful books but, if they’re united by their genre
and their successfulness in turning personal experience into a strong narrative, they’re
divided in the methods they take and the techniques of narration that they adopt.1 In
exploring how they use the genre of memoir, I have tried to get to the heart of what makes
them so very different and have decided that time and structure are key reasons for this, so this
analysis focuses largely on these aspects of the text, making particular use of what I have
learned over the past two years about discourse-level linguistics and narrative.2

1. AO4 Key similarities
and differences
addressed, in terms of
their common genre
as memoir. Sets out
comparative approach at
outset(AO3)

A first indication of the ways in which the two books are differently structured emerges from
an examination of the book titles and chapter headings. This Boy has a fairly conventional title,
signalling that it will be about the writer’s childhood. The sub-heading confirms this: ‘A Memoir
of a Childhood’, a very straightforward statement that gives the reader clear signals about
what to expect. By contrast, Why Be Happy When You Could be Normal?, with its interrogative
mood, is unusual, intriguing and gives no indication of its genre in the title, nor does it have an
explanatory sub-heading. The title suggests a thematic approach, perhaps an exploration
of psychological ideas, almost like a self-help manual rather than a memoir, and the
strangeness of the question, inverting normal expectations, immediately suggests a
book that is going to be playful and unusual.3

3. AO3 Understanding of
generic context

9

2. AO1 Explicit
application of relevant
literary and linguistic
concepts and methods.
Chooses a closely
focused angle, structure
and time, allowing for
detailed observation
and a tightly structured
argument
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Alan Johnson’s book follows a broadly chronological approach, common to most
celebrity memoirs and many literary ones.3 The chapter headings and section headings lay
out the structure clearly and in a plain, unfussy way. The Prologue uses a fairly conventional
technique of memoir, starting with a photograph (that is re-printed for us in the book),
written in the first person in the present tense, the voice of the author, saying ‘I’m
studying a photograph’ and speculating about what the photograph reveals about his
mother and father and their marriage. It is clear that the book will uncover at least some
of these unanswered questions about why and how Lily and Steve had married and why
‘as things turned out, they spent it together yet apart – and then just apart.’ This final
sentence of the Prologue is a very important one; it sets up the structure for the whole
book. Section 1 is called ‘Steve and Lily’, Section 2 ‘Lily’ and Section 3 ‘After Lily’. This is
a chronological structure, following the early marriage, the marriage break-up and the
death of Lily. Finally, the Epilogue closes off the memoir neatly, with a strong sense of
cohesion brought by the inclusion of another wedding photograph to match that of the
Prologue – this time that of Alan himself to his wife. The Epilogue ends with a powerful
acknowledgement of Lily’s ‘heroic attempts to overcome adversity’, having answered
some of the questions raised in the Prologue. Importantly, though the Prologue, section
headings and structure foreground Lily and her importance to Alan, the book is also,
more silently structured around the heroism of Linda, his sister, and this is highlighted in
the penultimate section of the book:

4. AO1and AO2 Well
argued using linguistic
and literary knowledge
to develop a critical
analysis of meaning

‘Only I could testify to the extraordinary courage and determination of my sister.’4
Looking at the openings of chapters, one can also see how This Boy follows a fairly conventional,
chronological approach to memoir, starting with a declarative statement about the writer’s
own birth. Chapter 1 begins ‘My sister Linda and I were born…’ Memoirs often start with the
writer’s birth, for instance, Frank McCourt’s book Angela’s Ashes opens with ‘My father
and mother should have stayed in New York where they met and married and where I was
born.’ However, Johnson signals his political life and interests even in this first sentence
saying, ‘My sister Linda and I were born either side of the creation of the National Health
Service in 1948. I like to think our relative birth weights had something to do with
Labour’s greatest achievement.’ Right from the start he makes it clear to the reader not
only where he came from but what he was going to become, a Labour politician with a
fervent interest in public services.5

5. AO3 Understanding of
both the generic context
and the context of Alan
Johnson as a writer

Many of the chapters have a factual, chronologically related event as their opening
sentence, expressed in simple, declarative terms. For instance, in Chapter 2, ‘Steve left Lily
for Elsie when the truth emerged about his Sunday visits. Unfortunately, he came back.’
As this shows however, although the general approach is conventional, Johnson knows
how to introduce suspense or use syntactic variation to avoid cliché and make the reader
sit up and take notice. The short second sentence packs a punch with its stark, strong,
unsentimental indication of Johnson’s feelings about his father.6 Later chapters also follow
a broadly similar pattern, with some signalling aspects of his life that will become important to
him in the future, for instance in Chapter 8, ‘It was between the ages of eight and eleven that the
three great passions of my life – music, books, and football – began to impose their grip on me.’

6. AO1 and AO2 Detailed
linguistic analysis to
explore meaning
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It is rare for chapters to start with a more general reflection on life or on the times. Chapter 3
is one of these, taking the idea of the football pools as its starting point and using it to explain
how important they were to families, as an indication of the poverty of many people at the
time, his family among them, living on the ‘tick’ for groceries and pretending not to be in when
the ‘tallyman’ called to demand payment of debts. But generally, the chapters start with a
new episode or event in Johnson’s childhood. Reflections about childhood, parenting, work,
poverty, ambitions, aspirations, love are all woven in along the way, rather than forming whole
sections in themselves. The reader is driven along by what will happen next in the story of Alan’s
childhood. Alan Johnson is a public figure, whose memoir is likely to be read by those
who are primarily interested in him and his life, so it is perhaps not surprising that ‘what
happened’ should be so important in this memoir.7

7. AO3 Awareness of the
context of the writing
and reception of the text

By contrast, Why Be Happy When You Could be Normal? is a very different kind of memoir
and this is strongly indicated not only by its title but also by its structure, as revealed by
the chapter headings.8

8. AO3 Having set up
key ideas about ‘This Boy’,
the same issues are now
examined in relation to
the Winterson book, with
comparative comment

They look as if they have come from very different genres of book, suggesting an eclectic mix
of things and several have a humorous element. The first one signals a birth, as is common
in memoir, but the use of the biblical lexis of ‘crib’ juxtaposed with the idea of it being the
wrong one is immediately intriguing. The second chapter starts with the humorous use of a
piece of advice ending with a stark imperative, ‘My Advice to Anybody Is: Get Born’. This gives
a playful slant on what turns out to be a simple start, with two simple sentences: ‘I was born in
Manchester in 1959. It was a good place to be born’. But in Winterson’s case the birth comes
in the second chapter, not the first, a different slant on the memoir. The titles don’t all seem to
follow the same approach. Some chapter titles suggest a thematic rather than a chronological
approach, for instance, the one word, ‘Church’ or ‘The Trouble with a Book…’ or ‘Art and Lies’,
though the memoir does follow a broadly sequential route towards Winterson’s adulthood
and decision to seek out her birth mother. But the sequential route is taken in fits and
starts, with a lot of stepping out of the narrative sequence for reflection and a very selfconscious look at what exactly this book is doing, sometimes even addressing the reader
in the second person by saying, ‘You can tell that when reading this’. Winterson has
already written this story as fiction in Oranges are not the Only Fruit and this is very selfconsciously different – a non-fictional treatment of the same ideas, so she seems almost
as interested in what it’s like to write memoir versus fiction as in the events themselves.9

9. AO1 and AO2
excellent analysis
supported by relevant
terminology. Also
understanding of
different context of
writing the memoir.(AO4)

One of the most interesting of these playful and unusual approaches to the structure
happens in the section ‘Intermission.’ The heading (and chapter) both step outside of the
normal frame of the memoir to tell us what the writer is up to, adopting a metafictional
voice.9 This is something that Alan Johnson does not do – we are always in the world of
his memoir, not hearing how he has gone about the process of writing it – but Winterson
comments on her own processes as a novelist and memoir writer.10 In ‘Intermission’ she
talks about the nature of time, in fiction and art as well as in life, saying ‘In my work I have
pushed against the weight of clock time, of calendar time, of linear unravellings.’ At the end of
the ‘Intermission’, a break in the passing of time in the memoir, she declares her intention to ‘miss
out twenty five-years’, because she can’t write her own ‘womb to tomb’ life. She would ‘rather
go on reading myself as a fiction than a fact.’ Here she lays bare her approach to time
and structure in the text and draws attention to the fact that, even in writing her life as
memoir rather than story, she is creating a fiction, playing with time and choosing what
to include or leave out.11 The next chapter, ‘The Night Sea Voyage’, actually reminds us of this
fictional re-structuring of time by starting not twenty-five years’ later as promised but jumping
back in time to her childhood, a bridge for the reader that explains the events in the period
twenty-five years’ on. The chapter starts, ‘When I was little – the size that hides under tables and
climbs into drawers – I climbed into a drawer…’

9. AO1 and AO2
excellent analysis
supported by relevant
terminology. Also
understanding of
different context of
writing the memoir.(AO4)
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10. AO4 Comparative
comment bringing
out the key differences
between the two
approaches
11. AO2 Excellent, fully
developed and detailed
critical analysis
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In terms of time and structure, a lot of Why Be Happy When You Could be Normal? is
actually written in the present tense, whereas This Boy is more consistently written in
the past tense. This seems to me to be strongly connected to the fact that Winterson is
constantly using her past life to reflect on her present, while Johnson is more simply
telling the story of his childhood. So, for instance, Winterson often prefaces a memory or
past experience with a present tense comment, or follows up a memory with a present
tense reflection.12 She says, for example, “I love the natural world and I never ceased to see it,”
or ‘’Lost loss” is unpredictable and not civilised. I was thrown back into a place of helplessness,
powerlessness and despair.’ Often the shift from present reflection to past experience is
seamless, moving from past to present in the same sentence, to show the impact of the past on
the present and vice versa, as in this example: ‘I did not want to vacate life. I loved life. I love life.
Life is too precious to me not to live it fully. I thought, ‘If I cannot live then I must die.’

12. AO4 Significant
point of comparison,
connected to meaning
AO2

Finally, a look at the endings of the two books suggests something of their very different
approaches. While This Boy has strong elements of cohesion – an epilogue that ties in
with the Prologue and a final sentence that rounds everything off with optimism for the
future, Winterson ends with a coda that is quite substantially (though not entirely) about
the writing of the book and the nature of time.13 It starts “When I began this book I had no
idea how it would turn out. I was writing in real time. I was writing the past and discovering
the future.” Her interest is in the nature of memoir and fictional time as much as about herself
as a character. Her final sentence has none of the certainty or sense of closure of This Boy. She
says, “I have no idea what happens next.” So, while This Boy has told us very movingly and
interestingly about Johnson’s life, Winterson’s book is about much more than just her – in
the way it is structured and in its use of time, in its metafictional reflections, it is about
memoir itself.14

13. AO4 Significant
element of difference
identified and explored
14. AO4 Final rounding
off of the argument,
with a coherent ending,
(AO1) signaling the key
differences between the
two books in terms of
meaning, use of structure
and time

This essay starts comparatively, sets up key ideas about one text, then explores the other in relation to the same issues, referring back to
the original text. This isn’t the only possible approach to comparison – candidates could compare each individual issue or aspect, going
from one text to the other for each point raised. However in this case the approach works extremely well. It creates a coherent argument
(AO1) about the key differences in the way Winterson and Johnson approach the genre of memoir. The essay takes quite a narrow but
very interesting focus – structure and time. This is a perfectly acceptable approach for this task and the success of the essay shows how a
closely argued piece on one aspect of a text often works better than skating over the surface of something broader. Candidates should
feel that they can select the approaches from across the course, both literary and linguistic, that are most interesting and appropriate for
the texts they have chosen and the angle they want to take.
The approach taken to AO3 (understanding of contexts) is mainly to consider the texts in relation to the generic context and the context
of the two writers – one a public figure, the other a fiction writer. This works very well. A small amount of relevant and significant context
goes a long way and it’s perfectly acceptable to focus mainly on literary or generic context if that is most significant.
This is an essay that would achieve a high mark in Task 1 of the non-examined component.
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TASK 2 ORIGINAL NON-FICTION WRITING

Sheffield Life: an article for free local magazine ‘Now Then’

Introduction1
Inspired by Task 1 texts2, I decided to produce an article, presenting voices in an
entertaining3 way. My subjects are not as dramatic, but ordinary people I encountered. I
worked from memory, writing first drafts as soon after as possible. I focussed on key phrases that
stuck in my mind (the gown story and Health and Safety). I have conflated several visits to the
coffee-shop, so it is a slightly fictionalised4 encounter. Although I plunge the reader straight
into the situation, I include some narrative and explanation. I decided not to use physical
description. I used direct speech5, trying to avoid the quotatives ‘He said, she said’, so it is
closer to free direct speech. Inspired by Masters, I included my own unspoken voice6,
revealing the writer’s point of view: Huh? I decided against putting them in brackets, so
there was a merging of words spoken aloud and thoughts.7 A neutral presentation became
more and more opinionated.
(157 words)

‘How much do I owe you, Dave?’ It was time to leave my bolthole from work.
‘That’ll be two pound fifty, lovey.’
‘Anyway, it was nice to meet you.’ The other customer in Dave’s small coffee shop was
going too.8 ‘What’s your name, by the way?’
‘Mandy. And you’re …?’
‘Hannah. I’ll see you in here again sometime, I’m sure. Or on the street.’9
That’s what I love about Dave’s. It’s so small, you have to talk to each other. And Dave’s
good for a laugh, if no-one else is in.10 How he makes enough to survive, I can’t imagine. But
it’s great for those who’ve made it their local drop-in centre. Not just the Unemployed and
the Retired, but the Working-from-Home11, which – at this time of year - includes a lot of
students, desperately finishing coursework or revising. Did I mention12: the coffee’s great, if you
like your caffeine in a short, dark shot?

1. AO2 Concise
explanation of ways in
which meanings are
shaped in own text
2. AO2 influence of
reading and analysis of
texts
3. AO2 Details re genre
and purpose
4. AO2 Aware of ways
writer presents ‘facts’
5. AO2 Details re
techniques used to
shape meanings
6. AO2 Fully developed
re representation of
speech and thought
7. AO2 Subtle account of
writer’s choices
8. AO5 Controls use
of direct speech to
concisely evoke a
particular situation
9. AO5 Captures
structures typical of
spontaneous spoken
language
10. AO5 Combines direct
speech and description
11. AO5 Uses
capitalisation to convey
attitude and tone of
voice
12. AO5 Creates sense of
interaction with reader
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On first impression, Hannah was a bit intimidating. She was sitting up so straight on her stool,
she exuded clean-living, not late nights and morning time-wasting. It was Carlo (another
regular) who asked her, ‘What do you do, love, if you don’t mind me asking?’ I heard something
about ‘Engineering … materials … Cambridge…’13 and kept my head down over my coffee.
Carlo voiced what I was thinking, ‘Ooh, Cambridge, eh?’
OK, she tried to bring herself back down to Sheffield level: ‘I know, I was terrified at the thought.
I mean, I was just from a Comprehensive School in Marple. (Note from Ed14: a little piece of
nowhere, in the Pennines between Sheffield and Manchester.) And on the first night, there was
a Matriculation Dinner.’ She said it with capital letters. But with a straight face15, which she still
had for the next bit: ‘And we had to wear gowns.’

13. AO5 Represents
speech from writer’s
perspective
14. AO5 Plays with genre
features
15. AO5 Economically
conveys writer’s sceptical
attitude
16. AO5 representation
of thoughts in free direct
style for brevity

‘Did you have one?’ Maybe that was what you packed to go to Cambridge University, I supposed,
along with your posters and music.

17. Uses technique of
capitalisation again for
humour

‘No, but we all had a college mother – a second year who looks after you and explains
everything – and a fourth year who was just finishing her dissertation sold me her gown.’
Hannah was losing me again.

18. Creates sense of
spoken interaction with
reader.

‘It can all seem a bit prattish, if you want it that way.’ Huh? A mind reader too!16 But it was not
what I expected to come out of Hannah’s mouth. I was warming to her.

19. Includes a few dialect
features to convey
specific voice

‘I wore jeans and a T shirt underneath the first time, but I liked the dressing up after that. We take
them off when we go to the bar afterwards, of course. They’re like wearing a bib, really, catches
all the spills.’ Mm, not a bad idea. And I liked the image of all those posh people drooling over
their food.
‘See you, then, Mandy.’ She was already heading back to her Research17, or whatever she called
it that sounded so much more important than Revision. No procrastinating for her. Are some
people born with self-discipline? I know, I was just jealous really.18
‘So, what time did you finish last night, Dave?’ I asked, when there was just the two of us left.
‘I closed up about ten o’clock finally.’
‘You must be shattered.’
He pulled a face, but it wasn’t really necessary. His skin looked terrible and his eyes all wonky.
‘Is it worth it, I ask missen19?’
Dave’s started doing a Pop Up Pizza every Monday. It brings the crowd in - but not the money
for Dave - the smell of the oven, wood smoke pouring out of the chimney. (Illegal so near private
dwellings, apparently.) They do a roaring trade in take-away pizzas, but not enough soft drinks
and coffees are sold. You don’t really want to break it to Dave, but that’s the downside of such a
small place.
‘I’m thinking of putting in a – what do you call it – heater thingy.’
‘Chiminea?’
‘Yea, heater thingy, outside there. What d’you think? Is it dangerous, like for kiddies?’
‘Never mind the kids!’ Carlo was back. ‘Let their parents look after them.’
Dave sort of laughed. But he had to keep up his Owner of Coffee Shop mask and not slip into
Dave too often. Keep it bland. No sex, no politics.
‘’You missed Nick Clegg here, yesterday, love.’ Was Carlo tempting us all into dodgy
conversational waters?
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‘Really?’ I’m a sucker for fame. I think I would have been a bit excited if Mussolini had walked in.
‘Yea, he said “I like the seats in the bus stop.”’
‘Ooh, I bet he wondered if he should report you.’ Dave just takes over the whole pavement for
his pizza days. The hairdresser on one side is closed, so he puts tables by their door. The refurbed
restaurant on the other side isn’t open yet, so the pizza oven goes there. Then there’s the bus
shelter, handy if there’s a shower.
‘Well, I don’t mind if people waiting for a bus want to sit down.’
‘Big of you, Dave.’20 Of course that was Carlo, talking bloke to bloke, not me. ‘Anyway, I think we
need a heater out there. It’s gonna be winter soon and there’s no bloody room in here.’

20. Conveys distinct
voices
21. Writer’s own attitudes
becoming more and
more explicit
22. Plays with cliché
23. Other remembered
voices included
24. Ambiguous throwaway remark

‘What about those electric heaters they have down in London?’ I’m cosmopolitan, me.
‘Cost a fortune, I should think. You wanna stick with one of those wood burners.’ The voice of
the expert in all heating appliances. Carlo again, in case you hadn’t guessed.21
‘But should I put a sort of guard around it? For safety, I mean.’
‘Elf22 and safety gone mad, I say!’ That’s the only way I can bear to hear the phrase. It conjures up
images of elves scurrying around, irritating everyone with their keenness to help out. It’s usually
a warning siren that we’re going to hear similar refrains: Too many of them over here.23
‘I really must go, Dave. Gotta get back to my revision.’ Just in case.24
‘Righto, sweetheart. See you soon.’
Try keeping me away! It’s not just Dave’s mean espresso, but the lure of human voices, when
you’re stuck in a world where the only words are on paper. Till tomorrow, La Coppola.
[1022 words]

OVERALL A high degree of control, as writer takes an everyday real situation and crafts it into an entertaining text.
Spontaneous talk is conveyed, distinguishing between four voices. Uses a variety of ways of representing speech and
thought , moving between dialogue, comment, explanation and physical description.
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