Module C: The Craft of Writing

Threshold Consciousness: Comprehensive
Annotations

Structural Overview

Full text is attached below Before examining the piece sentence by sentence, | want to
explain its architecture and why that architecture works for this specific Module C question
about the hope that comes with anticipation.

The question provides Stephanie Radok's extract about a bird singing at 4 AM, a sound that
announces "all is well. Morning is coming." The question asks for a discursive piece
exploring the hope that comes with anticipation. My task was to honour both the discursive
form (which requires argument, evidence, and personal reflection) and the thematic concern
(hope, anticipation, threshold states) while deploying the postmodernist formal
experimentation that distinguishes sophisticated Module C responses.

The Core Insight Driving This Piece:

Hope is not linear progression but threshold-dwelling. The experience of anticipation is
fundamentally liminal, existing in the gap between stimulus and response, between one state
and the next. This insight allowed me to marry form and content: the piece's fragmented,
discontinuous structure enacts the very phenomenology it describes. The reader
experiences the "cutscenes" the narrator reports.

Why Discursive Form:

Discursive writing occupies a middle ground between exposition and narrative. It permits
argument (the van Gennep framework, the neurological research) but also anecdote (the
road trip, the traffic cone). It allows the writer to move between registers: scholarly, personal,
lyrical, comedic. This generic flexibility made it the ideal vehicle for exploring liminality, which
is itself a middle ground, a "betwixt and between."

Why Postmodernist Techniques:

The Module C rubric emphasises "the deliberate and thoughtful shaping of their own texts."
Postmodernist techniques (metafiction, generic hybridisation, fragmentation, unreliable
narration) foreground craft, making the constructedness of the text visible. They also align
thematically with liminality: postmodernism is itself a threshold aesthetic, suspicious of stable
categories, comfortable with ambiguity.



My Thesis:

The hope that comes with anticipation lives in discontinuity, in the blank spaces between
fragments of experience, in the willingness to inhabit the threshold without demanding
resolution. This thesis is stated explicitly in Section VI but is enacted throughout via the
piece's formal structure.

Title and Epigraph: Annotations

Threshold Consciousness (or: Notes Toward a Theory of the 4AM)

The title performs several functions simultaneously. "Threshold Consciousness" is a
technical term from sleep science (synonymous with hypnagogia), grounding the piece in
research while also serving as metaphor for the liminal experience the piece explores. The
parenthetical subtitle "(or: Notes Toward a Theory of the 4AM)" introduces postmodernist
self-consciousness: the "or" suggests that texts have multiple names, that naming is
provisional. "Notes Toward a Theory" is a scholarly genre marker (essays are often titled
"Notes Toward..."), but the object of theorisation is absurdly specific: "the 4AM." This
juxtaposition of scholarly apparatus and colloquial specificity establishes the piece's tonal
range.

The colon-and-parenthetical structure is characteristic of postmodernist titling (cf. David
Foster Wallace's "E Unibus Pluram: Television and U.S. Fiction"). It signals that the piece will
operate in multiple registers simultaneously.

lim-i-nal /'lztmin(a)l/ adjective

1. relating to a transitional or initial stage of a process
2. occupying a position at, or on both sides of, a boundary or threshold
Origin: late 19th century, from Latin limen, limin- ‘threshold’ + -al

Dictionary entry as epigraph. This is a postmodernist gesture: incorporating non-literary
textual forms (definitions, footnotes, stage directions) into literary prose. The dictionary
format creates an illusion of objectivity, as though the piece will be a neutral exploration of a
term. This expectation is immediately subverted by the personal, fragmented narrative that
follows.

The etymology is crucial: limen means "threshold." By foregrounding this etymology, | am
signalling that the piece will be about thresholds in multiple senses: the threshold between



sleep and waking, between one phase of a rite of passage and the next, between
experience and meaning.

The dictionary entry also establishes the piece's engagement with language itself. Discursive
writing is, among other things, writing about concepts, and concepts are carried by words.
Beginning with a definition announces that this piece will be attentive to the words it uses.

Section I: Annotations

Roman numerals create formal division, echoing the clock's numerals (appropriate for a
piece about 4 AM) and establishing a structure that can be disrupted. The numbered
sections will not proceed chronologically or argumentatively; they will jump between registers
(theoretical, anecdotal, dramatic), enacting the discontinuity the piece describes.

"The hope that comes with anticipation is not linear."

The opening sentence directly engages the question's key phrase: "the hope that comes
with anticipation." By immediately negating an assumption ("is not linear"), | am establishing
the piece's argumentative stance. This is a thesis statement, but it is also a challenge: the
reader expects hope and anticipation to be linear (we hope for something in the future;
anticipation moves us toward it). The sentence says no, that model is wrong.

The sentence is short, declarative, aphoristic. It sounds like philosophy, like Wittgenstein or
Cioran. This register establishes intellectual seriousness while the personal narrative to
follow will ground the abstraction.

"It does not progress from darkness toward dawn in the orderly sequence we
imagine when we are safely asleep."

This sentence elaborates the negation. "Darkness toward dawn" picks up the stimulus's
imagery (the bird announcing that morning is coming). "Orderly sequence" is what we expect
from time. "Safely asleep" introduces the piece's central concern: sleep, and the states that
border it. The word "safely” is important: it implies that waking, or half-waking, is unsafe,
disorienting.



"It arrives instead in fragments, in what the neurologists call hypnagogia: the
threshold state between waking and sleeping where consciousness becomes
unreliable, where the mind produces images that are neither dream nor
perception but something suspended between the two."

Introduction of key term. "What the neurologists call" establishes scholarly authority while
also creating distance: | am not the neurologist, | am reporting what they say. The italicised
hypnagogia is technical vocabulary, and its introduction here prepares for the fuller
explanation in Section V.

"Threshold state" picks up the dictionary definition. "Consciousness becomes unreliable" is
the key phrase: the piece will explore what happens when we cannot trust our own
perceptions. "Neither dream nor perception but something suspended between the two"
defines the liminal: not one thing or another, but betwixt and between.

"l learned this at 4:17 AM on a living room floor in Jervis Bay, surrounded by
sleeping bodies, unable to close my eyes."

Pivot to anecdote. This is the discursive move: from abstraction to personal experience. "|
learned this" claims that the theoretical insight was derived from lived experience, not from
reading. The specificity of "4:17 AM" and "Jervis Bay" grounds the abstraction in particularity.
"Surrounded by sleeping bodies" creates the scene: communal sleep, the road trip context.
"Unable to close my eyes" introduces the narrator's insomnia, which will structure the piece.

Section ll: Field Notes from the Threshold

Il. Field Notes from the Threshold

Generic hybridisation. "Field Notes" is an anthropological genre: the ethnographer's record
of observations in the field. By invoking this genre, | am positioning the narrator as
participant-observer, simultaneously inside the experience and analysing it from outside.
This dual positioning is itself liminal.

"From the Threshold" specifies the field: not a geographic location but a psychological state.
The threshold is the field being studied.




"4:02 AM: Finished playing the imposter word game with Marcus and Priya."

Timestamped entries introduce documentary form. The timestamps create an illusion of
objective recording, as though the narrator were keeping a log in real time. This is, of course,
a fiction: the "field notes" are retrospective reconstructions. But the format creates
verisimilitude and also allows the piece to proceed non-chronologically (the timestamps
establish temporal markers that the narrative can then violate).

"Marcus and Priya" are proper nouns, specific names. Discursive writing benefits from
particularity: abstractions about liminality are grounded in specific people doing specific
things.

"The rules: everyone receives a secret word except one person (the imposter),
who must guess the word by listening to others' associations and blending in."

Explanation of game rules. This is expository prose, the kind of explanation you might find
in a how-to article. Its presence in a literary piece is slightly jarring, which is the point: the
piece is hybridising genres, mixing exposition with narrative with argument. The game itself
is thematically relevant: the imposter is someone who does not know what everyone else
knows, who must perform belonging without genuine membership. This is a figure for
liminality: the initiate who is no longer what they were but not yet what they will become.

"We went around the circle. Beach. Sand. Waves. Towel. Priya said vacation
and we knew immediately she was guessing."

The italicised words are the associations, presented as a list without quotation marks. This
typographic choice creates rhythm and also enacts the game's structure: word after word,
accumulating. "Vacation" breaks the pattern (it's a concept, not an object), revealing Priya as
the imposter.

"Marcus laughed so hard he woke Daniel on the couch."

A small detail that establishes the scene: multiple people sleeping, proximity, the way
laughter can wake someone. "On the couch" specifies: Daniel has a better sleeping spot
than the narrator, who will end up on the floor.

"4:14 AM: Chloe, who had been drinking since dinner, fell asleep at the kitchen
table mid-sentence."



Another timestamped entry. "Drinking since dinner" explains without judging. "Mid-sentence"
is vivid: we can imagine the trailing off, the head dropping.

"Her arm was bent at an angle that would hurt by morning."

Prolepsis (flash-forward): "would hurt by morning" anticipates future pain. This temporal
manipulation is characteristic of the piece's non-linear structure.

"l considered waking her. | did not wake her."

Two short sentences, parallel structure, opposite content. The juxtaposition creates ethical
weight: the narrator made a choice, and the choice was to do nothing.

"(The author notes that this was a choice made in the liminal space between
care and exhaustion. He is not proud of it.)"

Metafictional intrusion. The parentheses signal an aside, a stepping-out-of-frame. "The
author" appears in third person, breaking the first-person narrative to comment on the
narrator's behaviour. This is characteristic of postmodernist fiction (cf. Barth, Calvino): the
text acknowledges its own construction.

"In the liminal space between care and exhaustion" applies the piece's theoretical
vocabulary to a small moral decision. This is both serious (the narrator is using liminality to
understand his own ethics) and slightly self-mocking (is it really necessary to invoke van
Gennep to explain not waking a drunk friend?).

"He is not proud of it" introduces vulnerability. The narrator is confessing a small failure. This
vulnerability creates trust: the reader believes the narrator because he is willing to admit
fault.

"4:31 AM: Showered. Saw Ethan lock himself in the kitchen pantry to take a
phone call."

More timestamped observation. The sentence fragments ("Showered.") create staccato
rhythm, mimicking the discontinuous experience of the night.




"Through the door | heard fragments: no, | can't talk about this now and you
don't understand."

Overheard dialogue in italics. The fragments suggest a difficult conversation without
explaining it. The reader, like the narrator, is left with incomplete information.

"I did not ask. Some thresholds are not mine to cross."

Aphorism. "Some thresholds are not mine to cross" uses the piece's key term ("thresholds")
in a new sense: not the threshold between sleep and waking, but the threshold of another
person's privacy. The sentence is a small ethical statement: there are boundaries even in the
communitas of liminality.

"4:47 AM: Lay down on the carpet with a beach towel as blanket and a couch
cushion as pillow. The floor was concrete beneath thin carpet. My hip bone
found every hardness."

Concrete sensory detail. "Beach towel as blanket" and "couch cushion as pillow" are
specific, improvised, slightly absurd. "My hip bone found every hardness" is embodied: the
reader feels the discomfort. This grounding in physical sensation is crucial for discursive
writing, which risks floating into abstraction.

Section llI: Annotations

Section Il shifts register from anecdotal to scholarly, introducing the theoretical framework
that will structure the piece's argument.

"Arnold van Gennep, the French ethnographer who coined the term liminality in
1909, identified three phases in every rite of passage: separation, transition, and
incorporation.”

Scholarly citation. Van Gennep is introduced with his credentials ("French ethnographer")
and his historical contribution ("coined the term liminality in 1909"). This is the discursive



mode: integrating research into personal reflection. The three phases (separation, transition,
incorporation) provide a framework that the piece will apply to the road trip experience.

"The liminal phase, he argued, is characterised by ambiguity, disorientation, and
the suspension of normal social structures."

Definition of liminality. The three characteristics (ambiguity, disorientation, suspension of
normal structures) are key terms that will recur. "Suspension of normal social structures” is
particularly important: it explains why the road trip feels different from ordinary life.

"The initiate is no longer what they were but not yet what they will become. They
exist in a state van Gennep called 'betwixt and between."

"Betwixt and between" is van Gennep's phrase, so | place it in quotation marks. The phrase
is archaic, slightly poetic, and captures the liminality's essential ambiguity.

"Victor Turner, who developed van Gennep's work in the 1960s, observed that
liminal periods are marked by what he termed communitas: an unstructured
community of equals who share the experience of being in transition together."

Second scholarly reference. Turner builds on van Gennep, and the piece builds on both.
Communitas is the key addition: it explains why the road trip group feels different, why
normal hierarchies dissolve. The italics signal a technical term.

"Turner noted that this communitas often emerges in the most unlikely
circumstances, when normal hierarchies dissolve and people become
temporarily equal in their shared disorientation."

Expansion of communitas. "Unlikely circumstances" and "shared disorientation" apply to the
road trip: twenty-four people sleeping on floors are equal in their discomfort.

"l did not know these terms at 4:47 AM. | only knew that something had shifted.”

Return to anecdote. The pivot is explicit: "I did not know these terms." The narrator is
applying retrospective theory to lived experience. "Something had shifted" is vague,
experiential, the kind of thing you feel before you have words for it.



"The road trip had separated us from our ordinary lives."

Application of van Gennep's first phase: separation. The road trip is the rite of passage; the
journey from home is the separation.

"We were twenty-four people in a rented house, sleeping on floors and couches,
and the usual rules did not apply."

"Twenty-four people" is specific. "The usual rules did not apply" is the liminal condition:
normal structures are suspended.

"Priya was beside Daniel who was beside Marcus who was beside me. We were
arranged like grammar, a sentence that made sense only in the context of this
particular night."

Metaphor. "Arranged like grammar" is unexpected: it compares the spatial arrangement of
sleeping bodies to syntactic structure. "A sentence that made sense only in the context of
this particular night" extends the metaphor: grammar is context-dependent, and so is
communitas. This sentence is one of the piece's lyrical peaks.

Section IV: Annotations

Iv.

Section IV introduces dramatic script format, the most radical generic hybridisation in the
piece.

"CHLOE: (entering frame, stage left, holding her arm) My arm is cramping. Why
didn't anyone wake me up?"

Stage directions ("entering frame, stage left, holding her arm") import theatrical convention
into prose. "Entering frame" also suggests cinema (entering the frame of a shot). The mixing



of theatrical and cinematic vocabulary reflects the piece's concern with discontinuous
perception: the narrator experiences the night as a series of scenes.

Chloe's dialogue is naturalistic: the complaint about her arm picks up the earlier prolepsis
("would hurt by morning").

"MARCUS: (from the floor, eyes closed) You looked peaceful."

Marcus's response is deadpan, slightly absurd. "From the floor, eyes closed" indicates he is
still half-asleep. The comedy is gentle.

"CHLOE: (lying down beside the narrator) | was not peaceful. | was
unconscious. Those are different things."

Chloe's distinction ("peaceful" vs. "unconscious") is philosophically interesting: it touches on
the difference between appearance and reality, between how we look to others and how we
feel to ourselves. This is thematically relevant: liminality is a state where appearance and
reality diverge.

"NARRATOR: (internal monologue, not spoken)"

Internal monologue as stage direction. This is a theatrical convention (the aside, the
soliloquy) adapted to script format. "(not spoken)" clarifies that these thoughts were not
vocalised.

"She positioned herself close. | turned to face the other direction."

The content is intimate: proximity, physical orientation. The short sentences create rhythm.

"Not because | did not want her there but because the others might
misunderstand, because even in liminality there are boundaries, because | was
cold and she was warm and warmth is dangerous when you are half-asleep and
do not trust your unconscious choices."

Anaphora: "because" repeats three times, creating cumulative justification. The reasons
escalate: social perception ("the others might misunderstand"), theoretical principle ("even in



liminality there are boundaries"), and embodied vulnerability ("warmth is dangerous when
you are half-asleep").

"Do not trust your unconscious choices" is the key phrase: it articulates the danger of the
hypnagogic state. The prefrontal cortex (responsible for impulse control and judgment) is
disengaging; you cannot trust what you might do.

Section V: Annotations

V.

Section V returns to scholarly register, providing the neurological explanation for
hypnagogia.

"The psychologist Alfred Maury introduced the term hypnagogia in 1848, from
the Greek hypnos (sleep) and agogos (conductor or leader)."

Etymology. The Greek roots are provided, linking back to the dictionary entry's concern with
word origins. Maury is introduced with his credentials ("psychologist") and the date of his
coinage (1848), establishing historical depth.

"He was describing the transitional state from wakefulness to sleep, during
which the mind produces hallucinations that feel neither fully real nor fully
imagined."

Definition of hypnagogia. "Hallucinations" is a strong word; "feel neither fully real nor fully
imagined" captures the phenomenology.

"Modern sleep research has confirmed what Maury intuited: during hypnagogia,
the brain's prefrontal cortex (responsible for distinguishing reality from
imagination) begins to disengage while the sensory cortices remain active."

Neuroscience. The prefrontal cortex and sensory cortices are named, grounding the
discussion in brain anatomy. "Responsible for distinguishing reality from imagination"
explains why hypnagogia feels unreal.



"The result is perception without verification: you see and hear things that have
no external source, but you cannot yet tell they are not real."

"Perception without verification" is a concise formulation of hypnagogic phenomenology. The
second-person "you" makes it experiential, inviting the reader into the state.

"At 5:03 AM | woke to what | can only describe as a cutscene."

Pivot to anecdote. The timestamp continues the field notes convention. "Cutscene" is a
video game term: a pre-rendered cinematic sequence that interrupts gameplay. The
metaphor is generationally specific (the narrator is young enough to think in video game
terms) and thematically apt: the night presents itself as a series of non-interactive images.

"Marcus was no longer beside me. Someone had placed a traffic cone on
Ethan's chest while he slept. Three people | had assumed were unconscious
were now standing over him, giggling, holding a Sharpie marker they had
apparently retrieved from the kitchen drawer."

The scene is absurdist: a traffic cone, a Sharpie, the prank on a sleeping friend. The details
are vivid and specific. "l had assumed were unconscious" emphasises the discontinuity: the
narrator's model of who was awake was wrong.

"l closed my eyes. Opened them. The scene had not changed."

Short sentences enacting the blink. "The scene had not changed" confirms it was not a
hallucination, or at least not entirely.

"This is the phenomenology of the threshold: reality presents itself in
discontinuous fragments, each separated from the last by an interval of
darkness, and you cannot be certain which fragments belong to the same
narrative."

Thesis statement. "Phenomenology of the threshold" is scholarly register applied to
personal experience. "Discontinuous fragments" names the formal principle that structures
the piece itself. "Interval of darkness" is literal (closing your eyes) and metaphorical (the
gaps in consciousness). "Which fragments belong to the same narrative" questions
coherence: maybe the night is not one story but several.



Section VI: Annotations

VL

Section VI continues the field notes format and delivers the piece's central argument about
hope.

"5:27 AM: Chloe shook me awake. Come on. Mirror selfie. Everyone's doing it."

Italicised dialogue suggests drowsy recollection. "Everyone's doing it" is peer pressure,
comic in this context.

"l followed her to the bathroom where seven of us crowded into the frame, all
pointing at the reflection of Ethan, still asleep, still wearing the traffic cone."

"Seven of us crowded into the frame" is spatial precision. "Pointing at the reflection" is
specific: they are pointing at the mirror, not directly at Ethan. The traffic cone has become a
prop in their performance.

"Someone took a photograph. | am in it. | am pointing. | do not remember
deciding to point."

Fragmented agency. "l do not remember deciding to point" is crucial: the narrator
participated in an action without conscious intention. This is the danger of hypnagogia, and
also its strangeness. The short sentences enact the disconnection.

"Immediately afterward | returned to my spot on the floor and fell asleep.”

The abruptness is comic: selfie, then sleep. No processing, no reflection. This is what
discontinuity feels like.




"This is what | mean by discontinuity: the night proceeded not as continuous
experience but as a series of isolated images, each one complete in itself,
separated from the others by the blank space of unconsciousness."

Explicit definition. "This is what | mean by" is discursive signposting, clarifying the
argument. "Isolated images, each one complete in itself" describes both the narrator's
experience and the piece's structure.

"The hope that comes with anticipation lives in that blank space."

Central argument. This sentence is the piece's thesis, directly engaging the question's key
phrase. Hope lives not in the images but in the gaps between them.

"It is the belief that the next image will be different from the last, that dawn is
approaching even when you cannot see it, that the fragments will eventually
cohere into something that makes sense."

Three parallel clauses ("that... that... that...") expanding the definition of hope. "Dawn is
approaching even when you cannot see it" picks up Radok's imagery. "Cohere into
something that makes sense" is the anticipated resolution, the hope that discontinuity is not
chaos but hidden order.

Section VII: Annotations

VIL.

Section VIl introduces the Frankl quotation, the piece's final scholarly reference.

"There is a quotation often attributed to Viktor Frankl, the psychiatrist and
Holocaust survivor: 'Between stimulus and response there is a space. In that
space is our power to choose our response. In our response lies our growth and
our freedom."

Famous quotation. Frankl is introduced with his credentials ("psychiatrist and Holocaust
survivor"). The quotation is presented in full.



"The Viktor Frankl Institute has clarified that Frankl never actually wrote these
words; they were paraphrased by Stephen Covey, who encountered them in a
library book he could never later identify."

Misattribution revealed. This is a researched detail: the Viktor Frankl Institute's clarification
is real (I found this in my research). The misattribution is itself thematically relevant.

"l find the misattribution strangely appropriate. The quotation has become
liminal: it belongs neither to Frankl nor to its unknown author but exists in the
threshold between them, carrying a truth that transcends its uncertain origin."

Interpretation of misattribution. "Strangely appropriate" signals that the misattribution is
not a problem but an insight. "The quotation has become liminal" applies the piece's key
concept to the quotation itself: it exists between attributions, belonging fully to neither.

"The space Covey described is the same space | inhabited at 4 AM on that
living room floor."

Application to personal experience. The "space between stimulus and response" is
identified with the liminal space of the road trip night.

"Between the stimulus of waking and the response of sleeping, between one
cutscene and the next, between the night that was ending and the morning that
had not yet begun."

Anaphora: "between... between... between..." creates rhythm and emphasises the
betweenness.

"In that space | was not required to be anyone in particular. | was not required to
make sense. | was only required to wait, which is another word for hope."

Culminating definition. "Wait, which is another word for hope" is the piece's final equation.
Waiting is hope because it presupposes that something will come, that the gap will close,
that morning is approaching.




Section VIlll: Annotations

VIIL.

Section VIII returns to Radok's stimulus, connecting the piece's argument to its prompt.

"Stephanie Radok writes of a bird that sings at 4 AM, a four-note song that does
not wake her but that she hears when she lies there, imagining it is announcing
that all is well, that morning is coming."

Direct engagement with stimulus. | paraphrase Radok's extract, identifying its key
elements: the 4 AM time, the four-note song, the imagined message.

"l did not hear a bird that night in Jervis Bay."

Negation. The narrator's experience did not include Radok's bird. This difference is
productive: it allows the piece to offer an alternative "four-note song."

"What | heard instead was the sound of Ethan finally waking up, discovering the
traffic cone, saying what the actual hell in a voice that made everyone laugh,
even those of us who were still half-asleep."

The alternative song. Ethan's exclamation is vulgar, comic, very different from a bird's
song. But it serves the same function: it announces transition.

"l heard Marcus asking if anyone wanted to start breakfast. | heard Chloe
complaining that her arm still hurt. | heard the kettle boiling, which meant
someone had decided that morning had arrived, even though the sky was still

grey."

Anaphora: "l heard... | heard... | heard..." accumulates the sounds of transition. The kettle is
particularly important: boiling water is a mundane decision that morning has begun.




"These sounds were my four-note song. They were not beautiful. They did not
announce that all was well."

Parallel to Radok. "My four-note song" explicitly links to the stimulus. "Not beautiful" and
"did not announce that all was well" acknowledge the difference: this is a deflated, comic
version of Radok's lyrical bird.

"But they announced that the night was ending, that the liminal phase was
completing its transition, that we were about to be incorporated back into
ordinary time where floors are for walking and towels are for drying and sleep
happens in beds, not in the gaps between strangers who became temporarily
familiar in the dark."

Van Gennep's third phase. "Incorporated back into ordinary time" applies the van Gennep
framework: incorporation follows liminality. "Floors are for walking and towels are for drying"
names the restoration of normal categories: things return to their proper functions.
"Strangers who became temporarily familiar" is the dissolution of communitas: the road trip
group will return to their ordinary relationships.

Section IX: Coda

IX. Coda

"Coda" is a musical term for the concluding passage. Its use signals that this is the piece's
final movement.

"l woke at 8:47 AM to find that | had been assigned breakfast duty. Twenty-four
people were expecting eggs and toast."

Return to the ordinary. The timestamp is now morning. "Assigned breakfast duty" is
incorporation: the narrator has a role, a task, a function within the social structure.

"My back ached from the concrete floor. My eyes were swollen from interrupted
sleep."



Physical consequences. The body remembers the night's discomfort. This grounding in
embodied sensation prevents the piece from floating into pure abstraction.

"The sun was fully up, pouring through windows that had been invisible at 4
AM."

"Invisible at 4 AM" is striking: the windows were there, but darkness made them
imperceptible. This is a figure for the night's blindness, its inability to see what dawn would
reveal.

"The liminal space had closed. We were no longer betwixt and between. We
were simply here, in the ordinary morning, with ordinary tasks, and the memory
of the night already beginning to fragment into the isolated images that would
become the story | would later tell."

Incorporation completed. "The liminal space had closed" is explicit: the threshold has been
crossed. "The story | would later tell" is metafictional: the narrator acknowledges that the
piece itself is that story, a retrospective construction.

"Van Gennep was right: rites of passage have three phases. But he did not
mention that the liminal phase is the only one that feels like living."

Critique of van Gennep. The narrator agrees with the framework but adds something: the
liminal phase is experientially privileged. This is the piece's evaluative claim.

"Separation and incorporation are administrative. They are the paperwork of
transformation.”

Metaphor. "Paperwork" is deflating, bureaucratic. The contrast with the liminal phase's
experiential intensity is sharp.

"The threshold is where the change actually happens, in the discontinuity, in the
hypnagogic fragments, in the hope that the next image will resolve into
meaning."



Restatement of thesis. The threshold, the discontinuity, the hope: all the piece's key terms
converge.

"Morning was coming. Morning came. But what | remember is the waiting."

Final sentences. "Morning was coming" is anticipation. "Morning came" is fulfilment. "But
what | remember is the waiting" privileges the liminal over the resolution. The piece ends not
with arrival but with threshold, not with dawn but with the hope that preceded it.

Final Metafictional Disclaimer: Annotations

The author acknowledges that memory is reconstruction, not recovery, and that
the names have been changed, and that the sequence of events may have
been altered to serve the narrative, and that none of this diminishes the truth of
what was felt in that space between sleeping and waking, which is the only
space where hope can live without being tested against reality.

Italicised disclaimer. The italics signal a different register: authorial voice stepping outside
the narrative. "Memory is reconstruction, not recovery" echoes the earlier metafictional
intrusion and the piece's concern with unreliability. "Names have been changed" is a
standard disclaimer, acknowledging fictionalisation. "Altered to serve the narrative" admits
that the story has been shaped, that it is craft, not transcription.

"None of this diminishes the truth of what was felt" makes a crucial claim: the piece may be
constructed, but the feelings were real. "The only space where hope can live without being
tested against reality” is the final definition: hope exists in anticipation, in the gap before
verification. Once morning comes, hope becomes knowledge (or disappointment). The
threshold is where hope is pure.

Summary of Critical Framework

Macro Techniques:

e Multipartite numbered structure (nine sections refusing linear progression)
e Generic hybridisation (dictionary entry, field notes, dramatic script, scholarly
citation, lyrical prose)



Metafictional intrusion (author commenting on narrator, final disclaimer)
Temporal manipulation (timestamps creating chronology, narrative violating it)
Documentary pastiche (field notes format borrowing ethnographic convention)
Dramatic script format (Section IV importing theatrical conventions)

Micro Techniques:

e Anaphora ("because... because... because," "between... between... between," "l
heard... | heard... | heard")

e Aphorism ("Some thresholds are not mine to cross," "wait, which is another word for

hope")

Metaphor ("arranged like grammar," "paperwork of transformation")

Specific proper nouns (Jervis Bay, Marcus, Priya, Chloe, Ethan, Daniel)

Timestamped entries creating documentary illusion

Parallel structure ("l considered waking her. | did not wake her.")

Prolepsis ("would hurt by morning")

Fragmented syntax ("Showered. Saw Ethan lock himself in the kitchen pantry.")

Literary Theory:

Van Gennep's tripartite rite of passage (separation, liminality, incorporation)
Turner's communitas (unstructured community of equals in transition)
Hypnagogia (Maury's term for threshold consciousness)

Neurological research (prefrontal cortex disengagement, sensory cortex activity)
Frankl/Covey misattribution (the space between stimulus and response)

Postmodernist Conventions:

Self-reflexivity (the piece acknowledges its own construction)

Unreliable narration (memory is reconstruction, sequence may be altered)
Generic hybridisation (mixing dictionary, script, field notes, essay)
Fragmentation (discontinuous structure mirroring discontinuous experience)
Metafiction (author appearing within the text to comment)

Pastiche (borrowing conventions from ethnography, theatre, neuroscience)

Discursive Form Conventions:

e Integration of personal anecdote and scholarly research (the road trip and van
Gennep)

Thesis-driven argumentation (hope lives in the gaps between fragments)
Evidence from multiple sources (neurologists, anthropologists, psychiatrists)
Reflective voice (the narrator analyses their own experience)

Movement between registers (scholarly, personal, lyrical, comic)

Direct engagement with prompt (Radok's bird becomes the narrator's kettle)

Response to Question and Stimulus:



The question asked for a discursive piece exploring "the hope that comes with anticipation.”
Radok's stimulus presents anticipation as waiting for dawn, marked by a bird's song at 4 AM.
My piece accepts the 4 AM setting but reframes anticipation as a liminal, hypnagogic state
characterised by discontinuity rather than linear progression. Hope is located not in the
images that flash before the threshold-dweller but in the blank spaces between them: the
belief that the fragments will cohere, that morning is approaching, that waiting is worthwhile.

The piece's fragmented structure enacts this thesis: the reader experiences discontinuity
(jumps between registers, timestamps that don't proceed smoothly, a script that interrupts
prose) and must trust that the fragments will cohere into meaning. Reading the piece is itself
an exercise in the hope that comes with anticipation.

Module C Syllabus Alignment:

The Module C rubric requires students to "develop a considered personal style" and
demonstrate "the deliberate and thoughtful shaping of their own texts, using a range of
textual forms, media, modes and language structures and features." This piece
demonstrates:

e Deliberate shaping: The numbered structure, generic hybridisation, and
metafictional intrusions are conscious formal choices

e Range of textual forms: Dictionary entry, ethnographic field notes, dramatic script,
scholarly essay, lyrical reflection

e Language structures and features: Anaphora, aphorism, metaphor, fragmented
syntax, parallel structure

e Considered personal style: The integration of postmodernist technique with
discursive convention creates a voice that is simultaneously analytical and
experiential




Module C: The Craft of Writing

Discursive Response

Stimulus: In the middle of the night, around four am, sometimes/often/but not always, a bird
sings a four-note song at intervals. It doesn't wake me up but when | lie there | hear it and
imagine it is letting all the other birds and the rest of us know that all is well. Morning is
coming. — Stephanie Radok, Under the Bed

Question: Use this extract as the stimulus for an imaginative or discursive piece of writing
that explores the hope that comes with anticipation. (20 marks)

Threshold Consciousness (or: Notes
Toward a Theory of the 4AM)

lim-i-nal /'ltmin(e)l/ adjective

1. relating to a transitional or initial stage of a process
2. occupying a position at, or on both sides of, a boundary or threshold

Origin: late 19th century, from Latin limen, limin- 'threshold' + -al

The hope that comes with anticipation is not linear. It does not progress from darkness
toward dawn in the orderly sequence we imagine when we are safely asleep. It arrives
instead in fragments, in what the neurologists call hypnagogia: the threshold state between
waking and sleeping where consciousness becomes unreliable, where the mind produces
images that are neither dream nor perception but something suspended between the two.

| learned this at 4:17 AM on a living room floor in Jervis Bay, surrounded by sleeping bodies,
unable to close my eyes.

Il. Field Notes from the Threshold



4:02 AM: Finished playing the imposter word game with Marcus and Priya. The rules:
everyone receives a secret word except one person (the imposter), who must guess the
word by listening to others' associations and blending in. We went around the circle. Beach.
Sand. Waves. Towel. Priya said vacation and we knew immediately she was guessing.
Marcus laughed so hard he woke Daniel on the couch.

4:14 AM: Chloe, who had been drinking since dinner, fell asleep at the kitchen table
mid-sentence. Her arm was bent at an angle that would hurt by morning. | considered
waking her. | did not wake her. (The author notes that this was a choice made in the liminal
space between care and exhaustion. He is not proud of it.)

4:31 AM: Showered. Saw Ethan lock himself in the kitchen pantry to take a phone call.
Through the door | heard fragments: no, | can't talk about this now and you don't understand.
| did not ask. Some thresholds are not mine to cross.

4:47 AM: Lay down on the carpet with a beach towel as blanket and a couch cushion as
pillow. The floor was concrete beneath thin carpet. My hip bone found every hardness.

Arnold van Gennep, the French ethnographer who coined the term liminality in 1909,
identified three phases in every rite of passage: separation, transition, and incorporation.
The liminal phase, he argued, is characterised by ambiguity, disorientation, and the
suspension of normal social structures. The initiate is no longer what they were but not yet
what they will become. They exist in a state van Gennep called "betwixt and between."

Victor Turner, who developed van Gennep's work in the 1960s, observed that liminal periods
are marked by what he termed communitas: an unstructured community of equals who
share the experience of being in transition together. Turner noted that this communitas often
emerges in the most unlikely circumstances, when normal hierarchies dissolve and people
become temporarily equal in their shared disorientation.

| did not know these terms at 4:47 AM. | only knew that something had shifted. The road trip
had separated us from our ordinary lives. We were twenty-four people in a rented house,
sleeping on floors and couches, and the usual rules did not apply. Priya was beside Daniel
who was beside Marcus who was beside me. We were arranged like grammar, a sentence
that made sense only in the context of this particular night.

IV.

CHLOE: (entering frame, stage left, holding her arm) My arm is cramping. Why didn't anyone
wake me up?

MARCUS: (from the floor, eyes closed) You looked peaceful.



CHLOE: (lying down beside the narrator) | was not peaceful. | was unconscious. Those are
different things.

NARRATOR: (internal monologue, not spoken) She positioned herself close. | turned to face
the other direction. Not because | did not want her there but because the others might
misunderstand, because even in liminality there are boundaries, because | was cold and she
was warm and warmth is dangerous when you are half-asleep and do not trust your
unconscious choices.

V.

The psychologist Alfred Maury introduced the term hypnagogia in 1848, from the Greek
hypnos (sleep) and agogos(conductor or leader). He was describing the transitional state
from wakefulness to sleep, during which the mind produces hallucinations that feel neither
fully real nor fully imagined. Modern sleep research has confirmed what Maury intuited:
during hypnagogia, the brain's prefrontal cortex (responsible for distinguishing reality from
imagination) begins to disengage while the sensory cortices remain active. The result is
perception without verification: you see and hear things that have no external source, but
you cannot yet tell they are not real.

At 5:03 AM | woke to what | can only describe as a cutscene.

Marcus was no longer beside me. Someone had placed a traffic cone on Ethan's chest while
he slept. Three people | had assumed were unconscious were now standing over him,
giggling, holding a Sharpie marker they had apparently retrieved from the kitchen drawer.

| closed my eyes. Opened them. The scene had not changed.

This is the phenomenology of the threshold: reality presents itself in discontinuous
fragments, each separated from the last by an interval of darkness, and you cannot be
certain which fragments belong to the same narrative.

VL.

5:27 AM: Chloe shook me awake. Come on. Mirror selfie. Everyone's doing it.

| followed her to the bathroom where seven of us crowded into the frame, all pointing at the
reflection of Ethan, still asleep, still wearing the traffic cone. Someone took a photograph. |
am in it. | am pointing. | do not remember deciding to point.

Immediately afterward | returned to my spot on the floor and fell asleep.

This is what | mean by discontinuity: the night proceeded not as continuous experience but
as a series of isolated images, each one complete in itself, separated from the others by the



blank space of unconsciousness. The hope that comes with anticipation lives in that blank
space. It is the belief that the next image will be different from the last, that dawn is
approaching even when you cannot see it, that the fragments will eventually cohere into
something that makes sense.

VII.

There is a quotation often attributed to Viktor Frankl, the psychiatrist and Holocaust survivor:
"Between stimulus and response there is a space. In that space is our power to choose our
response. In our response lies our growth and our freedom." The Viktor Frankl Institute has
clarified that Frankl never actually wrote these words; they were paraphrased by Stephen
Covey, who encountered them in a library book he could never later identify.

| find the misattribution strangely appropriate. The quotation has become liminal: it belongs
neither to Frankl nor to its unknown author but exists in the threshold between them, carrying
a truth that transcends its uncertain origin.

The space Covey described is the same space | inhabited at 4 AM on that living room floor.
Between the stimulus of waking and the response of sleeping, between one cutscene and
the next, between the night that was ending and the morning that had not yet begun. In that
space | was not required to be anyone in particular. | was not required to make sense. | was
only required to wait, which is another word for hope.

VIII.

Stephanie Radok writes of a bird that sings at 4 AM, a four-note song that does not wake her
but that she hears when she lies there, imagining it is announcing that all is well, that
morning is coming.

| did not hear a bird that night in Jervis Bay. What | heard instead was the sound of Ethan
finally waking up, discovering the traffic cone, saying what the actual hell in a voice that
made everyone laugh, even those of us who were still half-asleep. | heard Marcus asking if
anyone wanted to start breakfast. | heard Chloe complaining that her arm still hurt. | heard
the kettle boiling, which meant someone had decided that morning had arrived, even though
the sky was still grey.

These sounds were my four-note song. They were not beautiful. They did not announce that
all was well. But they announced that the night was ending, that the liminal phase was
completing its transition, that we were about to be incorporated back into ordinary time
where floors are for walking and towels are for drying and sleep happens in beds, not in the
gaps between strangers who became temporarily familiar in the dark.




IX. Coda

| woke at 8:47 AM to find that | had been assigned breakfast duty. Twenty-four people were
expecting eggs and toast. My back ached from the concrete floor. My eyes were swollen
from interrupted sleep. The sun was fully up, pouring through windows that had been
invisible at 4 AM.

The liminal space had closed. We were no longer betwixt and between. We were simply
here, in the ordinary morning, with ordinary tasks, and the memory of the night already
beginning to fragment into the isolated images that would become the story | would later tell.

Van Gennep was right: rites of passage have three phases. But he did not mention that the
liminal phase is the only one that feels like living. Separation and incorporation are
administrative. They are the paperwork of transformation. The threshold is where the change
actually happens, in the discontinuity, in the hypnagogic fragments, in the hope that the next
image will resolve into meaning.

Morning was coming. Morning came. But what | remember is the waiting.

The author acknowledges that memory is reconstruction, not recovery, and that the names
have been changed, and that the sequence of events may have been altered to serve the
narrative, and that none of this diminishes the truth of what was felt in that space between
sleeping and waking, which is the only space where hope can live without being tested
against reality.



	Module C: The Craft of Writing 
	Threshold Consciousness: Comprehensive Annotations 

	 
	Structural Overview 

	Full text is attached below Before examining the piece sentence by sentence, I want to explain its architecture and why that architecture works for this specific Module C question about the hope that comes with anticipation. 
	The question provides Stephanie Radok's extract about a bird singing at 4 AM, a sound that announces "all is well. Morning is coming." The question asks for a discursive piece exploring the hope that comes with anticipation. My task was to honour both the discursive form (which requires argument, evidence, and personal reflection) and the thematic concern (hope, anticipation, threshold states) while deploying the postmodernist formal experimentation that distinguishes sophisticated Module C responses. 
	The Core Insight Driving This Piece: 
	Hope is not linear progression but threshold-dwelling. The experience of anticipation is fundamentally liminal, existing in the gap between stimulus and response, between one state and the next. This insight allowed me to marry form and content: the piece's fragmented, discontinuous structure enacts the very phenomenology it describes. The reader experiences the "cutscenes" the narrator reports. 
	Why Discursive Form: 
	Discursive writing occupies a middle ground between exposition and narrative. It permits argument (the van Gennep framework, the neurological research) but also anecdote (the road trip, the traffic cone). It allows the writer to move between registers: scholarly, personal, lyrical, comedic. This generic flexibility made it the ideal vehicle for exploring liminality, which is itself a middle ground, a "betwixt and between." 
	Why Postmodernist Techniques: 
	The Module C rubric emphasises "the deliberate and thoughtful shaping of their own texts." Postmodernist techniques (metafiction, generic hybridisation, fragmentation, unreliable narration) foreground craft, making the constructedness of the text visible. They also align thematically with liminality: postmodernism is itself a threshold aesthetic, suspicious of stable categories, comfortable with ambiguity. 
	My Thesis: 
	The hope that comes with anticipation lives in discontinuity, in the blank spaces between fragments of experience, in the willingness to inhabit the threshold without demanding resolution. This thesis is stated explicitly in Section VI but is enacted throughout via the piece's formal structure. 
	 
	Title and Epigraph: Annotations 

	 
	Threshold Consciousness (or: Notes Toward a Theory of the 4AM) 
	The title performs several functions simultaneously. "Threshold Consciousness" is a technical term from sleep science (synonymous with hypnagogia), grounding the piece in research while also serving as metaphor for the liminal experience the piece explores. The parenthetical subtitle "(or: Notes Toward a Theory of the 4AM)" introduces postmodernist self-consciousness: the "or" suggests that texts have multiple names, that naming is provisional. "Notes Toward a Theory" is a scholarly genre marker (essays are often titled "Notes Toward..."), but the object of theorisation is absurdly specific: "the 4AM." This juxtaposition of scholarly apparatus and colloquial specificity establishes the piece's tonal range. 
	The colon-and-parenthetical structure is characteristic of postmodernist titling (cf. David Foster Wallace's "E Unibus Pluram: Television and U.S. Fiction"). It signals that the piece will operate in multiple registers simultaneously. 
	 
	lim·i·nal /ˈlɪmɪn(ə)l/ adjective 
	1.​relating to a transitional or initial stage of a process 
	2.​occupying a position at, or on both sides of, a boundary or threshold Origin: late 19th century, from Latin limen, limin- 'threshold' + -al 
	Dictionary entry as epigraph. This is a postmodernist gesture: incorporating non-literary textual forms (definitions, footnotes, stage directions) into literary prose. The dictionary format creates an illusion of objectivity, as though the piece will be a neutral exploration of a term. This expectation is immediately subverted by the personal, fragmented narrative that follows. 
	The etymology is crucial: limen means "threshold." By foregrounding this etymology, I am signalling that the piece will be about thresholds in multiple senses: the threshold between sleep and waking, between one phase of a rite of passage and the next, between experience and meaning. 
	The dictionary entry also establishes the piece's engagement with language itself. Discursive writing is, among other things, writing about concepts, and concepts are carried by words. Beginning with a definition announces that this piece will be attentive to the words it uses. 
	 
	Section I: Annotations 

	 
	I. 
	Roman numerals create formal division, echoing the clock's numerals (appropriate for a piece about 4 AM) and establishing a structure that can be disrupted. The numbered sections will not proceed chronologically or argumentatively; they will jump between registers (theoretical, anecdotal, dramatic), enacting the discontinuity the piece describes. 
	 
	"The hope that comes with anticipation is not linear." 
	The opening sentence directly engages the question's key phrase: "the hope that comes with anticipation." By immediately negating an assumption ("is not linear"), I am establishing the piece's argumentative stance. This is a thesis statement, but it is also a challenge: the reader expects hope and anticipation to be linear (we hope for something in the future; anticipation moves us toward it). The sentence says no, that model is wrong. 
	The sentence is short, declarative, aphoristic. It sounds like philosophy, like Wittgenstein or Cioran. This register establishes intellectual seriousness while the personal narrative to follow will ground the abstraction. 
	 
	"It does not progress from darkness toward dawn in the orderly sequence we imagine when we are safely asleep." 
	This sentence elaborates the negation. "Darkness toward dawn" picks up the stimulus's imagery (the bird announcing that morning is coming). "Orderly sequence" is what we expect from time. "Safely asleep" introduces the piece's central concern: sleep, and the states that border it. The word "safely" is important: it implies that waking, or half-waking, is unsafe, disorienting. 
	 
	"It arrives instead in fragments, in what the neurologists call hypnagogia: the threshold state between waking and sleeping where consciousness becomes unreliable, where the mind produces images that are neither dream nor perception but something suspended between the two." 
	Introduction of key term. "What the neurologists call" establishes scholarly authority while also creating distance: I am not the neurologist, I am reporting what they say. The italicised hypnagogia is technical vocabulary, and its introduction here prepares for the fuller explanation in Section V. 
	"Threshold state" picks up the dictionary definition. "Consciousness becomes unreliable" is the key phrase: the piece will explore what happens when we cannot trust our own perceptions. "Neither dream nor perception but something suspended between the two" defines the liminal: not one thing or another, but betwixt and between. 
	 
	"I learned this at 4:17 AM on a living room floor in Jervis Bay, surrounded by sleeping bodies, unable to close my eyes." 
	Pivot to anecdote. This is the discursive move: from abstraction to personal experience. "I learned this" claims that the theoretical insight was derived from lived experience, not from reading. The specificity of "4:17 AM" and "Jervis Bay" grounds the abstraction in particularity. "Surrounded by sleeping bodies" creates the scene: communal sleep, the road trip context. "Unable to close my eyes" introduces the narrator's insomnia, which will structure the piece. 
	 
	Section II: Field Notes from the Threshold 

	 
	II. Field Notes from the Threshold 
	Generic hybridisation. "Field Notes" is an anthropological genre: the ethnographer's record of observations in the field. By invoking this genre, I am positioning the narrator as participant-observer, simultaneously inside the experience and analysing it from outside. This dual positioning is itself liminal. 
	"From the Threshold" specifies the field: not a geographic location but a psychological state. The threshold is the field being studied. 
	 
	"4:02 AM: Finished playing the imposter word game with Marcus and Priya." 
	Timestamped entries introduce documentary form. The timestamps create an illusion of objective recording, as though the narrator were keeping a log in real time. This is, of course, a fiction: the "field notes" are retrospective reconstructions. But the format creates verisimilitude and also allows the piece to proceed non-chronologically (the timestamps establish temporal markers that the narrative can then violate). 
	"Marcus and Priya" are proper nouns, specific names. Discursive writing benefits from particularity: abstractions about liminality are grounded in specific people doing specific things. 
	 
	"The rules: everyone receives a secret word except one person (the imposter), who must guess the word by listening to others' associations and blending in." 
	Explanation of game rules. This is expository prose, the kind of explanation you might find in a how-to article. Its presence in a literary piece is slightly jarring, which is the point: the piece is hybridising genres, mixing exposition with narrative with argument. The game itself is thematically relevant: the imposter is someone who does not know what everyone else knows, who must perform belonging without genuine membership. This is a figure for liminality: the initiate who is no longer what they were but not yet what they will become. 
	 
	"We went around the circle. Beach. Sand. Waves. Towel. Priya said vacation and we knew immediately she was guessing." 
	The italicised words are the associations, presented as a list without quotation marks. This typographic choice creates rhythm and also enacts the game's structure: word after word, accumulating. "Vacation" breaks the pattern (it's a concept, not an object), revealing Priya as the imposter. 
	 
	"Marcus laughed so hard he woke Daniel on the couch." 
	A small detail that establishes the scene: multiple people sleeping, proximity, the way laughter can wake someone. "On the couch" specifies: Daniel has a better sleeping spot than the narrator, who will end up on the floor. 
	 
	"4:14 AM: Chloe, who had been drinking since dinner, fell asleep at the kitchen table mid-sentence." 
	Another timestamped entry. "Drinking since dinner" explains without judging. "Mid-sentence" is vivid: we can imagine the trailing off, the head dropping. 
	 
	"Her arm was bent at an angle that would hurt by morning." 
	Prolepsis (flash-forward): "would hurt by morning" anticipates future pain. This temporal manipulation is characteristic of the piece's non-linear structure. 
	 
	"I considered waking her. I did not wake her." 
	Two short sentences, parallel structure, opposite content. The juxtaposition creates ethical weight: the narrator made a choice, and the choice was to do nothing. 
	 
	"(The author notes that this was a choice made in the liminal space between care and exhaustion. He is not proud of it.)" 
	Metafictional intrusion. The parentheses signal an aside, a stepping-out-of-frame. "The author" appears in third person, breaking the first-person narrative to comment on the narrator's behaviour. This is characteristic of postmodernist fiction (cf. Barth, Calvino): the text acknowledges its own construction. 
	"In the liminal space between care and exhaustion" applies the piece's theoretical vocabulary to a small moral decision. This is both serious (the narrator is using liminality to understand his own ethics) and slightly self-mocking (is it really necessary to invoke van Gennep to explain not waking a drunk friend?). 
	"He is not proud of it" introduces vulnerability. The narrator is confessing a small failure. This vulnerability creates trust: the reader believes the narrator because he is willing to admit fault. 
	 
	"4:31 AM: Showered. Saw Ethan lock himself in the kitchen pantry to take a phone call." 
	More timestamped observation. The sentence fragments ("Showered.") create staccato rhythm, mimicking the discontinuous experience of the night. 
	 
	"Through the door I heard fragments: no, I can't talk about this now and you don't understand." 
	Overheard dialogue in italics. The fragments suggest a difficult conversation without explaining it. The reader, like the narrator, is left with incomplete information. 
	 
	"I did not ask. Some thresholds are not mine to cross." 
	Aphorism. "Some thresholds are not mine to cross" uses the piece's key term ("thresholds") in a new sense: not the threshold between sleep and waking, but the threshold of another person's privacy. The sentence is a small ethical statement: there are boundaries even in the communitas of liminality. 
	 
	"4:47 AM: Lay down on the carpet with a beach towel as blanket and a couch cushion as pillow. The floor was concrete beneath thin carpet. My hip bone found every hardness." 
	Concrete sensory detail. "Beach towel as blanket" and "couch cushion as pillow" are specific, improvised, slightly absurd. "My hip bone found every hardness" is embodied: the reader feels the discomfort. This grounding in physical sensation is crucial for discursive writing, which risks floating into abstraction. 
	 
	Section III: Annotations 

	 
	III. 
	Section III shifts register from anecdotal to scholarly, introducing the theoretical framework that will structure the piece's argument. 
	 
	"Arnold van Gennep, the French ethnographer who coined the term liminality in 1909, identified three phases in every rite of passage: separation, transition, and incorporation." 
	Scholarly citation. Van Gennep is introduced with his credentials ("French ethnographer") and his historical contribution ("coined the term liminality in 1909"). This is the discursive mode: integrating research into personal reflection. The three phases (separation, transition, incorporation) provide a framework that the piece will apply to the road trip experience. 
	 
	"The liminal phase, he argued, is characterised by ambiguity, disorientation, and the suspension of normal social structures." 
	Definition of liminality. The three characteristics (ambiguity, disorientation, suspension of normal structures) are key terms that will recur. "Suspension of normal social structures" is particularly important: it explains why the road trip feels different from ordinary life. 
	 
	"The initiate is no longer what they were but not yet what they will become. They exist in a state van Gennep called 'betwixt and between.'" 
	"Betwixt and between" is van Gennep's phrase, so I place it in quotation marks. The phrase is archaic, slightly poetic, and captures the liminality's essential ambiguity. 
	 
	"Victor Turner, who developed van Gennep's work in the 1960s, observed that liminal periods are marked by what he termed communitas: an unstructured community of equals who share the experience of being in transition together." 
	Second scholarly reference. Turner builds on van Gennep, and the piece builds on both. Communitas is the key addition: it explains why the road trip group feels different, why normal hierarchies dissolve. The italics signal a technical term. 
	 
	"Turner noted that this communitas often emerges in the most unlikely circumstances, when normal hierarchies dissolve and people become temporarily equal in their shared disorientation." 
	Expansion of communitas. "Unlikely circumstances" and "shared disorientation" apply to the road trip: twenty-four people sleeping on floors are equal in their discomfort. 
	 
	"I did not know these terms at 4:47 AM. I only knew that something had shifted." 
	Return to anecdote. The pivot is explicit: "I did not know these terms." The narrator is applying retrospective theory to lived experience. "Something had shifted" is vague, experiential, the kind of thing you feel before you have words for it. 
	 
	"The road trip had separated us from our ordinary lives." 
	Application of van Gennep's first phase: separation. The road trip is the rite of passage; the journey from home is the separation. 
	 
	"We were twenty-four people in a rented house, sleeping on floors and couches, and the usual rules did not apply." 
	"Twenty-four people" is specific. "The usual rules did not apply" is the liminal condition: normal structures are suspended. 
	 
	"Priya was beside Daniel who was beside Marcus who was beside me. We were arranged like grammar, a sentence that made sense only in the context of this particular night." 
	Metaphor. "Arranged like grammar" is unexpected: it compares the spatial arrangement of sleeping bodies to syntactic structure. "A sentence that made sense only in the context of this particular night" extends the metaphor: grammar is context-dependent, and so is communitas. This sentence is one of the piece's lyrical peaks. 
	 
	Section IV: Annotations 

	 
	IV. 
	Section IV introduces dramatic script format, the most radical generic hybridisation in the piece. 
	 
	"CHLOE: (entering frame, stage left, holding her arm) My arm is cramping. Why didn't anyone wake me up?" 
	Stage directions ("entering frame, stage left, holding her arm") import theatrical convention into prose. "Entering frame" also suggests cinema (entering the frame of a shot). The mixing of theatrical and cinematic vocabulary reflects the piece's concern with discontinuous perception: the narrator experiences the night as a series of scenes. 
	Chloe's dialogue is naturalistic: the complaint about her arm picks up the earlier prolepsis ("would hurt by morning"). 
	 
	"MARCUS: (from the floor, eyes closed) You looked peaceful." 
	Marcus's response is deadpan, slightly absurd. "From the floor, eyes closed" indicates he is still half-asleep. The comedy is gentle. 
	 
	"CHLOE: (lying down beside the narrator) I was not peaceful. I was unconscious. Those are different things." 
	Chloe's distinction ("peaceful" vs. "unconscious") is philosophically interesting: it touches on the difference between appearance and reality, between how we look to others and how we feel to ourselves. This is thematically relevant: liminality is a state where appearance and reality diverge. 
	 
	"NARRATOR: (internal monologue, not spoken)" 
	Internal monologue as stage direction. This is a theatrical convention (the aside, the soliloquy) adapted to script format. "(not spoken)" clarifies that these thoughts were not vocalised. 
	 
	"She positioned herself close. I turned to face the other direction." 
	The content is intimate: proximity, physical orientation. The short sentences create rhythm. 
	 
	"Not because I did not want her there but because the others might misunderstand, because even in liminality there are boundaries, because I was cold and she was warm and warmth is dangerous when you are half-asleep and do not trust your unconscious choices." 
	Anaphora: "because" repeats three times, creating cumulative justification. The reasons escalate: social perception ("the others might misunderstand"), theoretical principle ("even in liminality there are boundaries"), and embodied vulnerability ("warmth is dangerous when you are half-asleep"). 
	"Do not trust your unconscious choices" is the key phrase: it articulates the danger of the hypnagogic state. The prefrontal cortex (responsible for impulse control and judgment) is disengaging; you cannot trust what you might do. 
	 
	Section V: Annotations 

	 
	V. 
	Section V returns to scholarly register, providing the neurological explanation for hypnagogia. 
	 
	"The psychologist Alfred Maury introduced the term hypnagogia in 1848, from the Greek hypnos (sleep) and agogos (conductor or leader)." 
	Etymology. The Greek roots are provided, linking back to the dictionary entry's concern with word origins. Maury is introduced with his credentials ("psychologist") and the date of his coinage (1848), establishing historical depth. 
	 
	"He was describing the transitional state from wakefulness to sleep, during which the mind produces hallucinations that feel neither fully real nor fully imagined." 
	Definition of hypnagogia. "Hallucinations" is a strong word; "feel neither fully real nor fully imagined" captures the phenomenology. 
	 
	"Modern sleep research has confirmed what Maury intuited: during hypnagogia, the brain's prefrontal cortex (responsible for distinguishing reality from imagination) begins to disengage while the sensory cortices remain active." 
	Neuroscience. The prefrontal cortex and sensory cortices are named, grounding the discussion in brain anatomy. "Responsible for distinguishing reality from imagination" explains why hypnagogia feels unreal. 
	 
	"The result is perception without verification: you see and hear things that have no external source, but you cannot yet tell they are not real." 
	"Perception without verification" is a concise formulation of hypnagogic phenomenology. The second-person "you" makes it experiential, inviting the reader into the state. 
	 
	"At 5:03 AM I woke to what I can only describe as a cutscene." 
	Pivot to anecdote. The timestamp continues the field notes convention. "Cutscene" is a video game term: a pre-rendered cinematic sequence that interrupts gameplay. The metaphor is generationally specific (the narrator is young enough to think in video game terms) and thematically apt: the night presents itself as a series of non-interactive images. 
	 
	"Marcus was no longer beside me. Someone had placed a traffic cone on Ethan's chest while he slept. Three people I had assumed were unconscious were now standing over him, giggling, holding a Sharpie marker they had apparently retrieved from the kitchen drawer." 
	The scene is absurdist: a traffic cone, a Sharpie, the prank on a sleeping friend. The details are vivid and specific. "I had assumed were unconscious" emphasises the discontinuity: the narrator's model of who was awake was wrong. 
	 
	"I closed my eyes. Opened them. The scene had not changed." 
	Short sentences enacting the blink. "The scene had not changed" confirms it was not a hallucination, or at least not entirely. 
	 
	"This is the phenomenology of the threshold: reality presents itself in discontinuous fragments, each separated from the last by an interval of darkness, and you cannot be certain which fragments belong to the same narrative." 
	Thesis statement. "Phenomenology of the threshold" is scholarly register applied to personal experience. "Discontinuous fragments" names the formal principle that structures the piece itself. "Interval of darkness" is literal (closing your eyes) and metaphorical (the gaps in consciousness). "Which fragments belong to the same narrative" questions coherence: maybe the night is not one story but several. 
	 
	Section VI: Annotations 

	 
	VI. 
	Section VI continues the field notes format and delivers the piece's central argument about hope. 
	 
	"5:27 AM: Chloe shook me awake. Come on. Mirror selfie. Everyone's doing it." 
	Italicised dialogue suggests drowsy recollection. "Everyone's doing it" is peer pressure, comic in this context. 
	 
	"I followed her to the bathroom where seven of us crowded into the frame, all pointing at the reflection of Ethan, still asleep, still wearing the traffic cone." 
	"Seven of us crowded into the frame" is spatial precision. "Pointing at the reflection" is specific: they are pointing at the mirror, not directly at Ethan. The traffic cone has become a prop in their performance. 
	 
	"Someone took a photograph. I am in it. I am pointing. I do not remember deciding to point." 
	Fragmented agency. "I do not remember deciding to point" is crucial: the narrator participated in an action without conscious intention. This is the danger of hypnagogia, and also its strangeness. The short sentences enact the disconnection. 
	 
	"Immediately afterward I returned to my spot on the floor and fell asleep." 
	The abruptness is comic: selfie, then sleep. No processing, no reflection. This is what discontinuity feels like. 
	 
	"This is what I mean by discontinuity: the night proceeded not as continuous experience but as a series of isolated images, each one complete in itself, separated from the others by the blank space of unconsciousness." 
	Explicit definition. "This is what I mean by" is discursive signposting, clarifying the argument. "Isolated images, each one complete in itself" describes both the narrator's experience and the piece's structure. 
	 
	"The hope that comes with anticipation lives in that blank space." 
	Central argument. This sentence is the piece's thesis, directly engaging the question's key phrase. Hope lives not in the images but in the gaps between them. 
	 
	"It is the belief that the next image will be different from the last, that dawn is approaching even when you cannot see it, that the fragments will eventually cohere into something that makes sense." 
	Three parallel clauses ("that... that... that...") expanding the definition of hope. "Dawn is approaching even when you cannot see it" picks up Radok's imagery. "Cohere into something that makes sense" is the anticipated resolution, the hope that discontinuity is not chaos but hidden order. 
	 
	Section VII: Annotations 

	 
	VII. 
	Section VII introduces the Frankl quotation, the piece's final scholarly reference. 
	 
	"There is a quotation often attributed to Viktor Frankl, the psychiatrist and Holocaust survivor: 'Between stimulus and response there is a space. In that space is our power to choose our response. In our response lies our growth and our freedom.'" 
	Famous quotation. Frankl is introduced with his credentials ("psychiatrist and Holocaust survivor"). The quotation is presented in full. 
	 
	"The Viktor Frankl Institute has clarified that Frankl never actually wrote these words; they were paraphrased by Stephen Covey, who encountered them in a library book he could never later identify." 
	Misattribution revealed. This is a researched detail: the Viktor Frankl Institute's clarification is real (I found this in my research). The misattribution is itself thematically relevant. 
	 
	"I find the misattribution strangely appropriate. The quotation has become liminal: it belongs neither to Frankl nor to its unknown author but exists in the threshold between them, carrying a truth that transcends its uncertain origin." 
	Interpretation of misattribution. "Strangely appropriate" signals that the misattribution is not a problem but an insight. "The quotation has become liminal" applies the piece's key concept to the quotation itself: it exists between attributions, belonging fully to neither. 
	 
	"The space Covey described is the same space I inhabited at 4 AM on that living room floor." 
	Application to personal experience. The "space between stimulus and response" is identified with the liminal space of the road trip night. 
	 
	"Between the stimulus of waking and the response of sleeping, between one cutscene and the next, between the night that was ending and the morning that had not yet begun." 
	Anaphora: "between... between... between..." creates rhythm and emphasises the betweenness. 
	 
	"In that space I was not required to be anyone in particular. I was not required to make sense. I was only required to wait, which is another word for hope." 
	Culminating definition. "Wait, which is another word for hope" is the piece's final equation. Waiting is hope because it presupposes that something will come, that the gap will close, that morning is approaching. 
	 
	Section VIII: Annotations 

	 
	VIII. 
	Section VIII returns to Radok's stimulus, connecting the piece's argument to its prompt. 
	 
	"Stephanie Radok writes of a bird that sings at 4 AM, a four-note song that does not wake her but that she hears when she lies there, imagining it is announcing that all is well, that morning is coming." 
	Direct engagement with stimulus. I paraphrase Radok's extract, identifying its key elements: the 4 AM time, the four-note song, the imagined message. 
	 
	"I did not hear a bird that night in Jervis Bay." 
	Negation. The narrator's experience did not include Radok's bird. This difference is productive: it allows the piece to offer an alternative "four-note song." 
	 
	"What I heard instead was the sound of Ethan finally waking up, discovering the traffic cone, saying what the actual hell in a voice that made everyone laugh, even those of us who were still half-asleep." 
	The alternative song. Ethan's exclamation is vulgar, comic, very different from a bird's song. But it serves the same function: it announces transition. 
	 
	"I heard Marcus asking if anyone wanted to start breakfast. I heard Chloe complaining that her arm still hurt. I heard the kettle boiling, which meant someone had decided that morning had arrived, even though the sky was still grey." 
	Anaphora: "I heard... I heard... I heard..." accumulates the sounds of transition. The kettle is particularly important: boiling water is a mundane decision that morning has begun. 
	 
	"These sounds were my four-note song. They were not beautiful. They did not announce that all was well." 
	Parallel to Radok. "My four-note song" explicitly links to the stimulus. "Not beautiful" and "did not announce that all was well" acknowledge the difference: this is a deflated, comic version of Radok's lyrical bird. 
	 
	"But they announced that the night was ending, that the liminal phase was completing its transition, that we were about to be incorporated back into ordinary time where floors are for walking and towels are for drying and sleep happens in beds, not in the gaps between strangers who became temporarily familiar in the dark." 
	Van Gennep's third phase. "Incorporated back into ordinary time" applies the van Gennep framework: incorporation follows liminality. "Floors are for walking and towels are for drying" names the restoration of normal categories: things return to their proper functions. "Strangers who became temporarily familiar" is the dissolution of communitas: the road trip group will return to their ordinary relationships. 
	 
	Section IX: Coda 

	 
	IX. Coda 
	"Coda" is a musical term for the concluding passage. Its use signals that this is the piece's final movement. 
	 
	"I woke at 8:47 AM to find that I had been assigned breakfast duty. Twenty-four people were expecting eggs and toast." 
	Return to the ordinary. The timestamp is now morning. "Assigned breakfast duty" is incorporation: the narrator has a role, a task, a function within the social structure. 
	 
	"My back ached from the concrete floor. My eyes were swollen from interrupted sleep." 
	Physical consequences. The body remembers the night's discomfort. This grounding in embodied sensation prevents the piece from floating into pure abstraction. 
	 
	"The sun was fully up, pouring through windows that had been invisible at 4 AM." 
	"Invisible at 4 AM" is striking: the windows were there, but darkness made them imperceptible. This is a figure for the night's blindness, its inability to see what dawn would reveal. 
	 
	"The liminal space had closed. We were no longer betwixt and between. We were simply here, in the ordinary morning, with ordinary tasks, and the memory of the night already beginning to fragment into the isolated images that would become the story I would later tell." 
	Incorporation completed. "The liminal space had closed" is explicit: the threshold has been crossed. "The story I would later tell" is metafictional: the narrator acknowledges that the piece itself is that story, a retrospective construction. 
	 
	"Van Gennep was right: rites of passage have three phases. But he did not mention that the liminal phase is the only one that feels like living." 
	Critique of van Gennep. The narrator agrees with the framework but adds something: the liminal phase is experientially privileged. This is the piece's evaluative claim. 
	 
	"Separation and incorporation are administrative. They are the paperwork of transformation." 
	Metaphor. "Paperwork" is deflating, bureaucratic. The contrast with the liminal phase's experiential intensity is sharp. 
	 
	"The threshold is where the change actually happens, in the discontinuity, in the hypnagogic fragments, in the hope that the next image will resolve into meaning." 
	Restatement of thesis. The threshold, the discontinuity, the hope: all the piece's key terms converge. 
	 
	"Morning was coming. Morning came. But what I remember is the waiting." 
	Final sentences. "Morning was coming" is anticipation. "Morning came" is fulfilment. "But what I remember is the waiting" privileges the liminal over the resolution. The piece ends not with arrival but with threshold, not with dawn but with the hope that preceded it. 
	 
	Final Metafictional Disclaimer: Annotations 

	 
	The author acknowledges that memory is reconstruction, not recovery, and that the names have been changed, and that the sequence of events may have been altered to serve the narrative, and that none of this diminishes the truth of what was felt in that space between sleeping and waking, which is the only space where hope can live without being tested against reality. 
	Italicised disclaimer. The italics signal a different register: authorial voice stepping outside the narrative. "Memory is reconstruction, not recovery" echoes the earlier metafictional intrusion and the piece's concern with unreliability. "Names have been changed" is a standard disclaimer, acknowledging fictionalisation. "Altered to serve the narrative" admits that the story has been shaped, that it is craft, not transcription. 
	"None of this diminishes the truth of what was felt" makes a crucial claim: the piece may be constructed, but the feelings were real. "The only space where hope can live without being tested against reality" is the final definition: hope exists in anticipation, in the gap before verification. Once morning comes, hope becomes knowledge (or disappointment). The threshold is where hope is pure. 
	 
	Summary of Critical Framework 
	Macro Techniques: 


	●​Multipartite numbered structure (nine sections refusing linear progression) 
	●​Generic hybridisation (dictionary entry, field notes, dramatic script, scholarly citation, lyrical prose) 
	●​Metafictional intrusion (author commenting on narrator, final disclaimer) 
	●​Temporal manipulation (timestamps creating chronology, narrative violating it) 
	●​Documentary pastiche (field notes format borrowing ethnographic convention) 
	●​Dramatic script format (Section IV importing theatrical conventions) 
	Micro Techniques: 

	●​Anaphora ("because... because... because," "between... between... between," "I heard... I heard... I heard") 
	●​Aphorism ("Some thresholds are not mine to cross," "wait, which is another word for hope") 
	●​Metaphor ("arranged like grammar," "paperwork of transformation") 
	●​Specific proper nouns (Jervis Bay, Marcus, Priya, Chloe, Ethan, Daniel) 
	●​Timestamped entries creating documentary illusion 
	●​Parallel structure ("I considered waking her. I did not wake her.") 
	●​Prolepsis ("would hurt by morning") 
	●​Fragmented syntax ("Showered. Saw Ethan lock himself in the kitchen pantry.") 
	Literary Theory: 

	●​Van Gennep's tripartite rite of passage (separation, liminality, incorporation) 
	●​Turner's communitas (unstructured community of equals in transition) 
	●​Hypnagogia (Maury's term for threshold consciousness) 
	●​Neurological research (prefrontal cortex disengagement, sensory cortex activity) 
	●​Frankl/Covey misattribution (the space between stimulus and response) 
	Postmodernist Conventions: 

	●​Self-reflexivity (the piece acknowledges its own construction) 
	●​Unreliable narration (memory is reconstruction, sequence may be altered) 
	●​Generic hybridisation (mixing dictionary, script, field notes, essay) 
	●​Fragmentation (discontinuous structure mirroring discontinuous experience) 
	●​Metafiction (author appearing within the text to comment) 
	●​Pastiche (borrowing conventions from ethnography, theatre, neuroscience) 
	Discursive Form Conventions: 

	●​Integration of personal anecdote and scholarly research (the road trip and van Gennep) 
	●​Thesis-driven argumentation (hope lives in the gaps between fragments) 
	●​Evidence from multiple sources (neurologists, anthropologists, psychiatrists) 
	●​Reflective voice (the narrator analyses their own experience) 
	●​Movement between registers (scholarly, personal, lyrical, comic) 
	●​Direct engagement with prompt (Radok's bird becomes the narrator's kettle) 
	Response to Question and Stimulus: 

	The question asked for a discursive piece exploring "the hope that comes with anticipation." Radok's stimulus presents anticipation as waiting for dawn, marked by a bird's song at 4 AM. My piece accepts the 4 AM setting but reframes anticipation as a liminal, hypnagogic state characterised by discontinuity rather than linear progression. Hope is located not in the images that flash before the threshold-dweller but in the blank spaces between them: the belief that the fragments will cohere, that morning is approaching, that waiting is worthwhile. 
	The piece's fragmented structure enacts this thesis: the reader experiences discontinuity (jumps between registers, timestamps that don't proceed smoothly, a script that interrupts prose) and must trust that the fragments will cohere into meaning. Reading the piece is itself an exercise in the hope that comes with anticipation. 
	Module C Syllabus Alignment: 

	The Module C rubric requires students to "develop a considered personal style" and demonstrate "the deliberate and thoughtful shaping of their own texts, using a range of textual forms, media, modes and language structures and features." This piece demonstrates: 
	●​Deliberate shaping: The numbered structure, generic hybridisation, and metafictional intrusions are conscious formal choices 
	●​Range of textual forms: Dictionary entry, ethnographic field notes, dramatic script, scholarly essay, lyrical reflection 
	●​Language structures and features: Anaphora, aphorism, metaphor, fragmented syntax, parallel structure 
	●​Considered personal style: The integration of postmodernist technique with discursive convention creates a voice that is simultaneously analytical and experiential 
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