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FOREWORD

This collection of papers is the result of thetfasademic cooperation
between thdPoetics and Linguistics AssociatigRALA) and theSociété de
Stylistique AnglaisdSSA) that took place at the University of Lyon dde
Moulin — Lyon 3) in September 2011. Surprisinglyese two associations had
never collaborated despite common interests and.aifhere are several
historical reasons for that. French stylistics tdbk “pragmatic turn” much
later than “Lancastrian Stylistics” and was mostifluenced by narratology
and enunciative grammar. French stylisticians waykn English Departments
were de factocaught between these two traditions. However jnfieence of
British scholars such aSeoffrey LeechandMick Short, with their world-
famousStyle in Fiction published in 1981, has always been importanohiy
too rarely institutionally acknowledged on thisesiaf the Channel.

The purpose of this international symposium was-fold. Firstly, it
seemed important to acknowledge the influenc8tgle in Fictionthirty years
on as it is still a must-read for all stylisticianSecondly, it was a good
opportunity to strengthen the links between PALA &5A members. This is
precisely what eighteen scholars, coming from BrjtalThe Netherlands,
Denmark, Spain and France did in Lydvlichael Burke, the then PALA
chair, shared the same views and showed great cupsdPALA Ambassador,
it seemed to me it was important to set the academeel in motion.

In France, the University of Lyon (Jean Moulin —oy3) seemed to be
the ideal venue for such a symposium. Indeed, Bsofelean-Pierre Petit
who taught stylistics and English literature in #glish Department for most
of his career, had the foresight of choosBiyle in Fictionas the standard
textbook for final year students as early as 1981 Style in Fictionis still on
the syllabus today. Many PhDs in Stylistics haverbeompleted in Lyon 3 and
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it can safely be argued th&tyle in Fiction has, more or less directly,
something to do with this.

The University of Jean Moulin — Lyon 3 has alsabkshed very close
links with PALA members or Palans. Indeed, sinc@&Q@welve scholars have
taught in Lyon 3 as part of oldiscourse Analysis Conferencescheme.

Clara Mallier (Université Michel de Montaigne, Bordeaux 3), ativac
SSA and PALA member, was instantly enthusiasticudlibe project and
kindly accepted to co-organise this event with ntewas only natural to
associat®an Mcintyre to the publication of this collection of papers @sng
with Lesley Jeffries he showed great support and enthusiasm wherstl fir
mentioned this symposium at the 2009 Middelburg RAbnference.

Financially, this symposium was supported by Floetics & Linguistics
Associationthe Société de Stylistique Anglaiae well adPearson- Longman
Financial contribution also came from three redeayoups: CLIMAS — EA
4196 (Université Michel de Montaigne — Bordeaux GEL — EA 1663
(Université Jean Moulin — Lyon 3) and CREA — EA 3{niversité Paris
Ouest Nanterre La Défense).

I would like to thankGeoffrey LeechandMick Short again for instantly
accepting to attend the symposium and be the keysmdakers. It was a great
honour and an immense pleasure to have them bdth wsi in Lyon. We
welcomed them as international scholars and, ifalymsay, we parted as
friends.

The board of the SSA decided that this specialeisfuESA would be
distributed to all PALA members. Please, feel temin the SSA!

Manuel JOBERT
Professeur de stylistique anglaise
Université Jean Moulin — Lyon 3, France
Président de la Société de Stylistique Anglaise
http://stylistique-anglaise.org/
PALA Ambassador
http://www.pala.ac.uk/
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Foreword

CelebratingStyle in Fiction

Style in Fictionwas probably the most important book | read as an
undergraduate student. | bought a copy at the émigedfirst term of my first
year, with the hope that it might help me to wateoursework assignment that
was due on the stylistics of prose fiction. | héwesay that | wasn't optimistic
about this, since most of the academic books Irbad up to that point seemed
dry, arcane and designed primarily to ensure tpataut undergraduates were
left in no doubt about where they stood in theliet¢ual pecking order. It was
a pleasant surprise, then, to find tB&le in Fictionwas different. For a start,
it was easy to read. The argument was clear andstifie (naturally) was
engaging. It was also genuinely useful. Not onlg ditell you about the
stylistic tendencies of fictional prose, showedyou how to analyse style
yourself. | remember particularly reading Chapt€v¥a3method of analysis and
some examples’) and being astounded. Here was Mifad unwittingly been
looking for throughout the two years | had spentdging A-level English
Literature. It was a revelation to me that literamticism didn’'t have to
involve making pretentious proclamations that sekrtee be grounded in
nothing but elaborate rhetoric. Instead, you sint@dg to look at what was in
the text and think logically about what interpratatconsequences that might
have. Like all good ideas it was simple in thedtyvas also very much in line
with John Sinclair's (2004) famous exhortation itmylists to ‘trust the text'.
Of course, in practice there was more to it thas d@imd the book did (and still
does) an excellent job of guiding the reader thhotlge variety of analytical
tools and techniques that enable the analysisraedpretation of style. But at
heart, the message was clear: lay your analytiwlisterpretative cards on the
table and make sure you have evidence for the sltiat you make.

What madeStyle in Fictionall the more interesting to me was that it had
been written by two of the people who were, attthe, attempting to teach
me linguistics. Admittedly, it had taken me a whiberealise this. My excuse is
that not having had family members who had beenni@ersity, | was not
familiar with what academics did besides give leztu In truth, | suspect it
was more a case of me simply being a bit dim. Wiatehe reason, | found it
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a surprising coincidence that we were regularlyeddk read articles and books
by two authors called Leech and Short, who justpkapd to have the same
names as nice Geoff and Mick from the Departmentiofuistics. | can't
remember when the penny finally dropped but whedidt | was suitably
impressed.

Both authors are, of course, leading names in stigdi and have
contributed much to its development as a disciplBiace the publication of
Style in Fiction for instance, Mick Short has invested consideradforts in
developing the model of speech and thought presemtariginally outlined in
Chapter 10 of the book. Short's work in this ares linvolved large-scale
corpus-based projects designed to test the cagsgioria wide variety of text-
types, including literary and popular fiction, taiol and broadsheet newspapers,
and serious and popular biography. This has ledoth a refinement of the
original categories and the introduction of an rehi new scale to explain
writing presentation. The outcomes of Short's cerprork have led to new
insights into the forms and associated effecti@fspeech, writing and thought
presentation categories. For instance, the notialisoourse report is replaced
in later work by the notion of discourse presentatin order to avoid running
together the concepts of presenting and reporépgésenting. The formal
structures of the NRS/T/WA (now NPS/T/WA) and ISecpries are now more
clearly defined, meaning that two-clause NRSA exasmm the first edition of
Style in Fictionare now reanalysed as indirect speech. What iscplarly
interesting about Short’s contribution to this spkdssue is that it offers
explanations for why some of these earlier decsimight have been made in
the first place. For example, Short (this volumeplains that his reason for
having described (in the first edition Bfyle in Fiction a two-clause structure
as NRSA rather than IS arose from the fact thaspgeech presentation in the
example summarised more than one proposition; ammk SNRSA was the
category most associated with summary, that was timvexample was
categorised. Summary, then, appears to be a sligiiterent issue from the
kind of discourse presentation that was dealt witthe first edition ofStyle in
Fiction, and it is an issue that is taken up by Shorhis volume, in what is an
intriguing development in discourse presentatiolists.

Unlike Short, after the publication 8tyle in FictionGeoff Leech moved
away from the core business of stylistics, beconiimggeasingly involved in
computational and corpus linguistics. He led thaedaster part of the team
that built the British National Corpus and his mening research in corpus
linguistics led to such landmark publications Hse Longman Grammar of
Spoken and Written EngligiBiber et al.1999) and, more recentGhange in

12
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Contemporary EnglisliLeech et al. 2009). However, through his corposkw
he continued to pursue an interest in style, ef/@mdirectly. For example, his
work on grammatical change over time affords cligsights into stylistic
developments. In addition to this work, he contthtie write occasionally on
stylistics, and in 2008 some of his best work irs threa was published as
Language in Literature: Style and Foregroundi(2008). Geoff Leech’s
contribution to this special issue draws on hisestige in corpus-based
language studies by using the Wmatrix software pgekio analyse Virginia
Woolf's story ‘The Mark on the Wall'. Leech asses¥¥matrix’s capacity for
contributing to stylistic analysis and marks hinigal a pioneer once more, this
time in the burgeoning field of corpus stylistics.

In 2007 the second edition Btyle in Fictionwas published, including a
new chapter assessing the state of stylistics 2ZBsyen from the book’s
original publication. A further new chapter demaeattd some of the analytical
techniques that have been developed since theill. ffequently readStyle in
Fiction, both the first and second editions, because Le#ch Short's now
classic work continues to inform the developmentsoflistics today. The
articles in this special issue demonstrate thengéxiiits influence.

References

BIBER, Douglas, Johansson, Stig, Leech, Geoffrey, Confausan and Finegan,
Edward. (1999)The Longman Grammar of Spoken and Written English
London: Longman.

LEeECH, Geoffrey. (2008)Language in Literature: Style and Foregroundiridarlow:
Pearson/Longman.

LEecH, Geoffrey and Short, Mick. (1988}tyle in Fiction London: Longman.

LEECH Geoffrey and Short, Mick. (2007%tyle in Fiction 2" edition. London:
Pearson.

LEECH, Geoffrey., Hundt, Marianne., Mair, Christian. aanhith, Nick. (2009Change
in Contemporary English: A Grammatical Stud@ambridge: Cambridge
University Press.

SINCLAIR, John. (2004Jrust the TextLondon: Routledge.

Dan McINTYRE
Professor of English Language and Linguistics
University of Huddersfield, UK
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Style in Fiction ... Today

The papers in this collection explore the posteaitg current relevance
of a variety of critical concepts present @tyle in Fiction end focus and
iconicity (Hamilton), mind style (Pilliere, Malligrspeech and thought presentation
(Short). They reflect on the modalities of readerlvement and/or empathy
with the characters, in prose (Jobert, Jobert-Mardind poetry (Jeffries), or on
the role devoted to the narratee (Gay). The linkwben style and fiction
formats (the novel, the short story) is also ingeded (Toolan). Together,
these articles clearly show that thirty years aftigte in Fictionwas published,
stylistics is still an evolving field, as evidencbkd the application of corpus-
linguistic methods of analysis (Leech, Mcintyre}ioe development of cognitive
stylistics (Jobert-Martini). However, while new teoand theories keep
emerging and the definition of stylistics itself $§ll a source of reflection
(Majola), one can still shed useful light on thexdtions and functioning of
style with the help of William Labov’s theory ofdhsix stages of oral story-
telling (Gay), or Roland Barthes’'s notion of “Naltrwriting” (Rinzler);
moreover, core issues like the subject of imitafitmough mimesis of reality
or intertextual borrowing) still raise aesthetiddagthical questions (Mounié€).
As for the authors dbtyle in Fictionthemselves, they actively contribute to the
continuing development of stylistics, be it by dtinterpretative intuitions to
the test of computer-based tools of analysis (Leeclby adding new critical
notions to such a central issue of stylistics axalirse presentation theory
(Short).

Clara MALLIER
Maitre de Conférences
Université Michel de Montaigne — Bordeaux 3
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VIRGINIA WOOLF MEETS WMATRIX 1

Geoffrey Leech
Lancaster University, U.K.

Résumé: Le logiciel WMatrix, créé par Paul Rayson, permee analyse stylistique comparée

d’'un texte au regard d'un corpus de référence,t-éielire un corpus représentant un « style
d’'anglais » pertinent pour la comparaison. Pouleagtiude expérimentale, j'ai choisi la nouvelle

de Virginia Woolf intitulée « The Mark on the Wall(1917) comme texte soumis a I'étude.

Cette étude s’est révélée assez concluante en elbega’permis de mettre en lumiére des mots-
clés ainsi que d'autres items que j'avais, de miarni@pressionniste, jugés pertinent d’'un point
de vue stylistique et thématique.

Mots-clés WMatrix — corpus — analyse stylistique

Stylistic analysis is essentially a comparativecpss. An automatic method
of comparing bodies of text in order to characterikeir ‘differentness’ is
provided by the Wmatrix software developed by HRayson (for details, see
Rayson 2008; also http://ucrel.lancs.ac.uk/wmatrixér my purposes, as | am
interested here in the stylistic analysis of a lgirigxt, the comparison will be
between that single text (tliecal text) and a corpustlje reference corpu}.
The question is: How far can this automated proeetielp to identify salient
features of literary style? How far can phenomehi&lware statistically salient

1 This article, although entirely written by me aboesearch | undertook, was largely written ag pér
another paper which has been awaiting publicatoritiree years: Geoffrey Leech, Nicholas Smith and
Paul Rayson (forthcoming) ‘English style on the moehanging stylistic norms in the twentieth
century’. In Merja Kytd (ed.English Corpus Linguigtics: Crossing Paths. Amsterdam: Rodopi. | am
grateful to my collaborators Paul Rayson and Nickit® for their help, especially on the use of
WMatrix.
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in the text be considered foregrounded from thetpaii view of literary theme
and appreciation?

1. Virginia Woolf's ‘The Mark on the Wall’: Our foc al text

‘The Mark on the Wall’, written in 1917, might bestribed as a story in

which nothing happens — where nothing happens,thakcept in the mind of
the narrator. (We use the term ‘narrator’ herdyaalgh it is thanner voice of
the narrator that we experience throughout theystdrhe narrator, sitting
down after tea, notices a mark on the wall. Herd@rplores in a myriad ways
the significance of that mark — what it might bedavhere it came from. This
train of thought leads her by digressions of menamyg imagination to such
topics as the preceding occupants of the house rdture of life — life after
death — the oddities of experience — the mysteofeexistence — always
following the stream of the narrator's consciousné&ssery so often, however,
the narrator’s attention comes back to the markhenwall — and at last, she
learns what it is. To give the flavour of the textre are its opening paragraph
and the final few lines:

16

Opening paragraph:

Perhaps it was the middle of January in the pregeantthat | first looked up and saw the
mark on the wall. In order to fix a date it is nes&ry to remember what one saw. So how
| think of the fire; the steady film of yellow lighupon the page of my book; the three
chrysanthemums in the round glass bowl on the n@ate. Yes, it must have been the
winter time, and we had just finished our tea, faemember that | was smoking a
cigarette when | looked up and saw the mark otk for the first time. | looked up
through the smoke of my cigarette and my eye lodgec&a moment upon the burning
coals, and that old fancy of the crimson flag fliagpfrom the castle tower came into my
mind, and | thought of the cavalcade of red knigitdsg up the side of the black rock.
Rather to my relief the sight of the mark interraptiee fancy, for it is an old fancy, an
automatic fancy, made as a child perhaps. The maska small round mark, black upon
the white wall, about six or seven inches aboventhatelpiece.

Ending:

... — but something is getting in the way ... Whewes 1? What has it all been about? A
tree? A river? The Downs? Whitaker's Almanack? Tietds of asphodel? | can't
remember a thing. Everything's moving, fallingpping, vanishing ... There is a vast
upheaval of matter. Someone is standing over mesayidg:

‘I'm going out to buy a newspaper.’

‘Yes?

‘Though it's no good buying newspapers. Nothingr eneppens. Curse this war; God
damn this war! ... All the same, | don’t see why st®uld have a snail on our wall.’
Ah, the mark on the wall! It was a snail.
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2. Comparing the focal text and a reference corpus

The focal text, ‘The Mark on the Wall’, will be cqared quantitatively
with a reference corpus which should be represeatéd some degree of the
variety from which the text is taken. However, there obviously different
degrees of generality in defining the language etgrimeant to act as a
reference standard. We have decided to use thifeeedit ‘reference varieties’
(the choice being determined, obviously, by thelaldity of suitable texts in
electronic form):

(A) a rather specific variety, resembling the fotmatt in three ways: it
consists of (1) fiction writing (2) by women wrige(3) published in 1917. On
the other hand, this reference corpus is limiteddpresentativeness, as it
contains only three novels, the work of three arstho

(B) A more general corpus of fiction, consistingoategory K (General
Fiction) in the Fiction subcorpus of the B-LOB cospgla member of the Brown
Family of corpora representing written (printed)tBh English over the period
1928-1934). This is more widely representative t{fa as it contains 29 text
samples by different authors. However, it is ldesaly matched than (A) in
time of publication, as the samples date from 1928-

(C) A very general corpus, sampled from the wrifjgublished) English
of roughly the same period and national varietyit{@r English of the
beginning of the twentieth century) as the focat.tEor this we used a third of
the as yet incomplete 1901+3 corpus of the Brownilfa covering all four of
the subcorpora Press, General Prose, Learned atidnEi The corpus is not
closely matched with ‘The Mark on the Wall’ templbra- indeed it is a worse
match than (B), but may be considered more broegjlyesentative than the
other two of the written prose of the period, coritey 166 text samples across
a wide range of fiction and non-fiction writirtg.

2 A selection of notable novels published in thensayear as ‘The Mark on the Wall' are listed at
‘Literature in 1917’, Wikipedia. The following theewere found to be available from Project Gutenberg
and other on-line resources: Florence Barclg White Ladies of Worcester; Mrs Humphrey Ward,
Missing; Edith WhartonSummer. Two of the authors are British and one (Whartamerican.

3 The one-third 1901 corpus contained one-thirdashesubcorpus, and each text category in propaoiion
their representation in the Brown-family corpus whmmplete. Within each text category, the texts
were also matched in topic and publication withabeesponding parts of B-LOB, LOB and F-LOB.

4 In terms of Wmatrix word counts, the size of thed text is 2,985 words, and the sizes of thereefee
corpora are: Three 1917 Novels: 269,842; 1901 CGor342,448; B-LOB General Fiction: 56,703.
Wmatrix word counts are generally slightly loweratth other corpus tools because semantically
meaningful chunks, e.g. idiomatic expressions, rgrp&aces, and phrasal verbs, are counted as one
item.
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In practice, none of our reference corpora areljdaad one of the
interests of this study was to discover how fardifferences between the three
reference corpora of increasing generality woultbpce different resulsSo,
what is the method of comparison?

The methodology employed by Wmatrix is broadly defile as an
extraction from the data deywords, or ratherkey features that is, words or
other features of the text which stand out or deyim a statistical sense, from
the frequencies of the reference corpus. The Statisconcept ofkeywords
has become familiar in corpus linguistics sincevés built into the popular
corpus software package WordSmith Tools (Scott p0@84d has since been
the basis of a considerable body of published reb&dn the case of Wmatrix,
however, this method has been extended furtherammatical word classes
(parts of speech) and to semantic domains, asheilshortly explained. In
other words, the comparison is not purely lexical.

To begin with keywords: by ‘keyness’ here is mehaetwords which are
most distinctive of that text, as contrasted with teference corpus. Keyness
so understood is of variable strength, so thatahput of this process of
keyword extraction is a list, in which words arstéid in order of keyness.
Similar lists can be obtained for any other feauré language automatically
identifiable in the textual datdhe general set of procedures involved in a
research project of this kind can be listed afdhe stages below:

1. Building the data: corpus design and compilation (in the case of our
Wmatrix investigation, this has already been sigfitty described in terms of
our focal text and the three reference corpora).

2. Annotating the data: analysing the corpus linguistically, using padic
annotation tools: in the case of Wmatrix, the twaaation tools used are

(a) the CLAWS part-of-speech (POS) tagger, and
(b) the USAS semantic domain tagger.

5 In Leech (2008: 168-76) two widely differing redece corpora were used — (a) three novels of the
1890s and (b) the General Fiction text categorydithe B-LOB Corpus, dating from 1928-34. In view
of their disparity, it was surprising that the aleanalysis was closely similar for both corpora.

6 see the list of publications on Mike Scott's wabe
http://www.lexically.net/publications/publicatiotm

7 Thisisa simplified version of the five-stage gess presented in Rayson (2008: 521).
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Details of these tools are to be found on the UCREIncaster) website
at: http://ucrel.lancs.ac.uk/claws/ and http://Uacs.ac.uk/usasf.)

3. Retrieving: extracting from the text data some analytic risswihich
may be displayed in a variety of formats for ingpmecor further processing. In
the Wmatrix analysis, we are interested in threeenw less standard listing
formats:

(a) concordances, which list the occurrences oériiqular word (or other feature) in

their contexts of occurrence,

(b) frequency lists, which list words (or other tig@s) in order of their frequency in a
particular body of text data, and

(c) keyness lists, which list words (or other feag) in order of their keyness in a given
textual comparison.

4. Interpreting: This is the only stage of the process which sensally
non-automatic (‘manual’), although it can be aidgdautomatic procedures
such as using the ‘Sort’ and ‘Collocation’ facdgi of corpus software. Whereas
stages 3(a) and 3(b) above are quantitative, stagejualitative: it makes use
of the human ability to interpret texts and to explthe phenomena observed
in them. In the case of the Wmatrix investigatime, may be interested here in
examining the textual material more carefully, gsaspecially the concordance
displays, in order to explain the stylistic phenomebserved in the analysis.

We now have to focus on the third, ‘Retrieving'gdaabove, in order to
explain in a little more detail what the softwaieed. At the same time, we will
avoid going into technical detail, which can bedgtd in Rayson (2008) and on
the UCREL webpages already cited.

To take the most basic case, the list of keywsdsiived at as follows:

i) Two word frequency lists are compiled: a list the focal text (‘List X’), and a list for
the reference corpus (‘List Y’).

ii) List X and List Y are compared. This means thath word in List X is measured in
terms ofcomparative frequency with the same word in List 9.‘C0mparative frequency’
means that the raw count of a word’s frequencyljested to a standard measure relative
to corpus size, which in Wmatrix is the number aturences of the word as a
percentage of all occurrences of words in the ¢expus.

iii) Each word’s keyness in the focal text is maasuby a statistical formula, which
calculates the degree to which the word is eitbeer-represented’ or ‘under-represented’ in

8 Note that these tools do not produce error-freépudu The accuracy of CLAWS is in the region of 96-
7%, and that of USAS is c. 91%. These accuracys rétewever, are high enough to provide a sound
basis for key feature extractions, given that tlstnsalient results show high statistical signifioa (see
below).

9 The keyword list can include words which havec@urences in List X or List Y. Negative keywords
are normally less noticeable and interesting, lant lse important — e.qg. it is significant that ‘THark
on the Wall’ makes very little use of third pergmonouns such abe andthey.
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this text, as measured against the reference cofinsnormal understanding of keyness
is that the word i®ver-represented, that is, is relatively more frequanthi focal text
than in the reference corpus, to a certain highetegf statistical significance’

iv) The words in List X are re-ordered in orderkefyness. This means that the words at
the top of the list are most distinctive of thattte

Concordance, frequency and key-feature lists of RS and semantic
tags are extracted in the same way as the wosddestcribed in 3(a)-(c) above.
There are no particular difficulties in this, as #mnotation (tagging) has meant
that each word in each text is accompanied by lgiveig its grammatical and
semantic classification.

3. Results: keywords, key POS tags, and key semantiomain tags

To begin with, Table 3 shows the top 12 keywordsprider, when ‘The
Mark on the Wall’ is compared with each of the refee corpora.

Table 3 Keywords: Words of abnormally high frequency in ‘The Mark on the Wall’

A. compared with three 1917 | B. compared with 1931 genergl C. compared with thg 1901+3
novels by women writers fiction (category K of B-LOB) | Brown-family corpus
1. mark 7. worshipping | 1. mark 7. of 1. mark 7.0ne
2.is 8. thoughts 2.is 8. nall 2. wall 8.1
3.one 9. of 3. wall 9. reality 3. Whitaker 9. Precedency
4. Whitaker | 10. tree 4. thoughts | 10. tablecloths | 4. thoughts 10.
5. wall 11. Precedency 5. 11. 5. tablecloths | mantelpiece
6. tablecloths| 12. chancellor | Whitaker worshipping 6. worshipping | 11. nail

6. one 12. tree 12. tree

NoTE: Double underlining marks the words which are in tbp 12 for all three comparisons. Single
underlining marks the words which are in the togdrawo of the three comparisons.

Perhaps the most striking result is the amoungoéement that the three
reference corpora show, in spite of their very atdht composition.
Comparisons with A and B share all of their topk&y words (out of 12); A
and C share 9 of the 12; and B and C share 11apethis is a mild reflection
of the degree of generality of the corpora. It seethat the keyword
methodology is robust in showing up the ‘differergs’ of a text without
respect to the exact make-up of the reference sorpu

It is not surprising thatark is the ‘keyest’ of the keywords: it represents
the theme of the story, as to a lesser extent dadsThese are words that, as

10 The significance measure used in Wmatrix is Iéglihood, which is considered preferable to the

more familiar chi-square test, and which is exp&dnin Rayson (2008: 527-8) and at
http://ucrel.lancs.ac.uk/llwizard.html .
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we might imagine, occur relatively rarely in thefemence corpora, and
therefore their repeated use in ‘The Mark’ is sajéoth statistically and
thematically. Of the other words which occur in tifee comparisongne
(typically used in the generic human sense) is g@gha personal stylistic
favourite of Virginia Woolf, representing as it dothe objectification of the
narrator's personal experiences, as illustrateterfollowing passage:

becaus®ne will never see them again, never know what happeesd... aoneis torn
from the old lady about to pour out tea and thengpman about to hit the tennis ball in
the back garden of the suburban villaoas rushes past in the train.

We will not dwell on the items in this list, somé them uncommon
words, like Precedency, which gain idiosyncratic prominence in Woolf's
narrative — see Leech (2008: 168-71) for further discusdBan.there are some
interesting points to observe about the similesiaad differences between the
lists. For exampleis is very much overrepresented when compared with th
fictional reference corpora (but not with the mgemeral reference corpus C),
and this is probably because Woolf, in capturirg ithmediacy of the interior
monologue, tells much of her story in the histgniesent, instead of using the
past tense narrative convention of the majorit§iaifonal writers. This choice
of the present tense is understandably not sonsalieen compared with the
full range of written texts (scientific, journalist etc.) in the 1901+3 corpus.
On the other hand, the pronounfrequent in Woolf's first-person narrative,
stands out as over-represented when comparedheitbross-section of written
texts in 190143, but is less salient in the twdidic reference corpora, where
first person reference occurs frequently, for exampdialogue.

We move on now to the lists of key part-of-speeadst reflecting the
different grammatical choices made by Virginia Woa$ compared with the
writers in the other reference corpora.

Table4: The most ‘key’ parts of speech in ‘The Mark on the WH’

compared with three compared with 1931 compared with 1901
1917 novels general fiction Brown family corpus ;)
1.z 7.DDQ 1.VWzZ 7.VV0 1.PN1 7. NN2
2. NN2 8. PPIS1 2. NN2 8. AT 2. PPIS1 8. PNX1
3.PN1 9. PNX1 3.PN1 9. PNX1 3.vwWz 9.RG

4. VBZ 10. NPD1 4. VBZ 10. RPK 4. WG 10. DDQ
5.10 11. RPK 5.10 11. RGC 5. RPK 11. AT1
6. AT1 12. RGC 6. DDQ 12. NPD1 6. VVO 12 PPH1

NOTE: As in Table 3, double underlining marks the tagsctvtare in the top 12 for all three comparisons.
Single underlining marks the tags which are inttel2 for two of the three comparisons.
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Key: AT — article neutral for number; chiefly the defmarticlethe.
AT1 - singular article; chiefly the indefinite ant a/an

DDQ —wh-determiner owh-pronoun (e.gwhat, which)

10 — the prepositiorof

NN2 — plural common noun (e.@bles, women, thoughts)

NPD1 - singular weekday noun (eSynday, Monday)

PN1 — singular indefinite pronouns (eone, anything, nobody)
PNX1 — indefinite reflexive pronoun (i.eneself)

PPH1 — third person personal prondun

PPIS1 — the first person subject prondun

RGQ —wh-adverb of degreenéw when modifying another word)
RPK —about used in the expresside about to.

VBZ — present tensesform of the vertio be (i.e. is)

VVG —ing-form of lexical verb (e.gsaying, wishing)

VVZ — present tense lexical verb ending 8e.g.says, wishes)
VV0 — present tense lexical verb not endingsrie-g.say, find)

The amount of shared ‘key tags’ between the corapasi here is the
same: nine tags are shared by the top twelve B @&d C. What brings A and
B closer together, however, is the fact that thgefémr tags are the same and in
the same order. As mentioned above, the presese t@epresented in the
keyness of the-form of lexical verbs VVZ as well as of VBZ and @Y is a
distinctive feature of ‘The Mark’, as opposed totifin written in the more
conventional past-tense narrative. More difficalekplain is the second-keyest
tag, the plural noun tag NN2; however, the follogvimassage illustrates how
Woolf's style may favour plural nouns in describiige multitudinous
particularity of her experiential world:

let me just count over a few tifethings lost in one lifetime, beginning, for that seems
always the most mysterious kifsses — what cat would gnaw, what rat would nibble —
three pale blueanisters of book-bindingtools? Then there were the biodges, the iron
hoops, the steebkates, the Queen Anne coal-scuttle, the bagatelle bahedhand organ
— all gone, angewels, too.Opals andemeralds, they lie about theoots of turnips.

It is striking, also, that this passage containg fexamples of another
key tag, 10 (representing the prepositinin the tagging system). The word,
of course, has many functions — but its main fumctiin the most general
terms, is to signal the interconnectedness of fhiitgis noticeable in this list
that 10 stands out as a key tag in relation tofitteonal reference corpora A
and B, but not in relation to the most general refee corpus C, which is
predominantly non-fictional. Elaboration of nounrgées by means aff is
likely to be a characteristic of informational texivhich oddly here seem to be
more akin to Woolf's own elaborative style. Of thther key tags, we will
comment only on PN1, PNX1 and RGQ. PN1 chiefly espnts the pronoun
one already noted as favoured in ‘The Mark’; and PNKdrmally a very rare
tag (representing the wooeself) stands out in this text even though there are
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only two occurrences of it. RGQ represents the dditow as a modifier, in
this text especially associated with exclamations:

How readily our thoughts swarm...
How shocking, and yet how wonderful it was to dissro..
How peaceful it is down here.

This construction may, indeed be another authémaurite of Virginia
Woolf, indicative of the narrator’s (or a charatgprcharacteristic emotional
involvement in her subject mattEr.

The third level of analysis, that of semantic taggiproduces lists of key

semantic domains as follows:

Table5: The most ‘key’ semantic domains in ‘The Mark on thewall’

compared with three 1917
novels

compared with 1931 general
fiction

compared with 1901 Brown-
family corpus (5)

1. General & abstracti{ing,
things)

2. Evaluation: authentiaéal,
reality, really

3. Plants {reeg, roots, stalk,
flower)

4. Life and living thingslffe,
lives)

5. Colours & colour patterns
(blue, light, colour)

6. Mental object; conceptual
(thought, thoughts, ideas)

7. Smoking and non-medical
drugs €igarette(s))

8. Living creatures: animals,
birds (at, snail)

9. Solid materialsdoals, glass,
iron, emeralds)

10. No kin {llegitimate)

11. Comparingdompare,
comparison

12. Probability perhaps)

1. Evaluation: authentia¢al,
reality, really)

2. Plants {ree, roots, stalk,
flower)

3. Solid materialsdoals, glass,
iron, emeralds)

4. Colours & colour patterns
(blue, light, colour)

5. General appearance &
physical propertiesark)

6. General & abstractt{ing,
things)

7. Mental object; conceptual
(thought, thoughts, ideas)

8. Living creatures: animals,
birds (at, snail)

9. Objects generallyoow,
rock, hoops)

10. Strong obligation &
necessityrfust, should)

11. Smoking and non-medical
drugs émoke(s), cigarette(s))
12. Furniture and household
fittings (chair, table)

1. General & abstracti{ing,
things)

2. Colours & colour patterns
(blue, light, colour)

3. Evaluation: authentia¢al,
reality, really)

4. Plants {ree, roots, stalk,
flower)

5. Life and living thingsl{fe,
lives)

6. Parts of buildingsaall,
room, door)

7. Furniture and household
fittings (chair, table)

8. Smoking and non-medical
drugs €igarette(s))

9. Thought, beliefthink,
believe, imagine)

10. The universenforld, moon)
11. Like (ike(s), adoring,
fancy)

12. Living creatures: animals,
birds (at, snail)

NOTE: Here we use double- and single-underlininthinsame way as for the preceding two tablesyeut
underline only the number showing a semantic tpg&tion in the Table.

11 tis worth mentioning that this exclamatory canstion is associated with female speech, beind bye

more female speakers than male speakers in eachragp in the conversational part of the British

National Corpus.
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Key semantic domains tell us something about theumess’ of texts,
rather than about their stylistic characteristiosthe strict sense. They are
therefore less relevant to style, and there is Em®ement between the
different reference corpus comparisons: only hathe key semantic domains
listed are shared by all three lists. On the otleerd, there are some features
which are salient not so much in style as in thth@ual world view. The
domain of colour is high on the list of key domaingll three comparisons, as
are the domains relating to the natural world: iaand ‘Living creatures’.
Readers of Virginia Woolf will probably agree thhese traits have a ‘key’
role in her writing. Other, more abstract domairesraore difficult to interpret,
but arguably reflect her exploration of the natofeeality and the ontological
concerns of her writing. At the other extreme, doenain of ‘Smoking’ must
be regarded as incidental to the text, in thagsults from the semantic tagging
of four words only: one of the drawbacks of chogsinch a short focal text for
analysis is that such haphazard results can ottere is another excerpt,
which contains a reference to smoking, but is aédevant to some other key
features:

Even so, life isn’'t done with: there are a millipatient watchful lives for a tree, all over
the world, in bedrooms, in ships, on the pavenlarihg rooms, where men and women
sit after tea, smoking cigarettes. It is full ofpeful thoughts, happy thoughts, this tree.

This passage illustrates representation of sonmbeokey features high
on the list above: Plantdrée), Life and living things I{fe, lives), Mental
object; conceptualtifoughts), Parts of buildingshbedrooms, rooms). Obviously
there is much more to be said about this storytaaextent to which the ‘key’
analysis succeeds in highlighting stylistically ionfant features. But the main
point of this section of my paper has been to tithte the potential of such
analyses, using a chosen text and three alternaéference corpora of
different generality.

4. Conclusion

In this article | have briefly explored a method odmputer-aided
stylistic analysis, involving the comparison of gciis text and one or more
reference corpora. The technique is to employ tihdatix software to identify
and display items in order of keyness, or distimiess in the focal text, as
contrasted with the reference corpus, measureérinst of the significance
ratio of Log Likelihood. The main difficulty withhis was the relative shortness
of the ‘The Mark’, which gave undue prominence oms features occurring
only a few times.
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It is worthwhile, finally, noting some of the limaitions as well as the
future possibilities of this stylistic method. ¢t only too obvious, to begin with,
that this type of analysis when applied to vergdéaguantities of electronic text
would be virtually impossible without the powertbe modern computer. The
great advantage of the techniques illustrated isetteat they can be carried out
automatically and at great speed. Wmatrix also shgneat adaptability to the
use of a wide range of corpora. The variety of coaapable of being used is
limited only by the user’s ability to assemble tt@mpora and load them as
‘personal folders’ onto the Wmatrix website.

The corresponding disadvantage is that any actimiplving human
scrutiny of the data is immensely slow by comparisalthough POS
tagging and semantic tagging are relatively aceythaere are still plenty
of ‘mistakes made by the computer’ that ideally thée be manually
checked. Further, although at present Wmatrix cperate with
grammatical tags and semantic tags, there are ro#mgr levels of
analysis that at present it cannot undertake — magsbrtantly, parsing:
the systematic syntactic analysis of a text in gewoh phrases, clauses
and so forth. There are also some more meaningtedestylistic
analytic tasks (e.g. identifying metaphor or irotlgat cannot (yet) be
achieved by a computer.

The present situation, then, is that certain tasis be undertaken fast
but fallibly by computer, while other tasks canurglertaken more reliably but
more slowly by human beings. Wmatrix already hasatlivantage that it can
undertake a multi-level linguistic analysis of Hefl corpora. Some of the
items highlighted by the statistical analysis clady be seen to have thematic
and literary significance, although without theghef WMatrix, they probably
would not have been noticed.

One of the things suggested by this analysis isttiexe is no need to
worry unduly about choosing an exactly appropriaterence corpus. None of
the three reference corpora used in this experimvent ideal for the purpose,
and yet the differences between the results ofgutive different reference
corpora were rather minor.

Obviously this small experiment is far from exhawest | believe that
present results, although lacking in detail, a@psing, and that we can look
forward to a future in which more revealing anatysé style can be achieved
by computer at a more abstract level.
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DISCOURSE PRESENTATION AND SPEECH
(AND WRITING, BUT NOT THOUGHT)
SUMMARY :

Mick Short
Lancaster University, U.K.

Résumé: Cet article examine les modalités d’'un phénomet&tivement peu étudié dans le
domaine du discours rapporté, a savosdmmairede propos rapportés (oraux et écrits, mais pas
intérieurs), et il mesure son impact sur la théatie discours rapporté. Par une attention
minutieuse portée au sommaire de propos orauxri$,éainsi que d’autres cas ou les propos
sont de toute évidengeésentésnais pasapportés on peut retravailler la notion canonique des
degrés de fidélité dans le discours rapporté, cesfunécessaire, me semble-t-il, pour expliquer
les effets prototypiques des différentes catégosies I'échelle de présentation des propos
rapportés dans des contextes (en I'occurrenceffictls) ou les propos sont indiscutablement
présentés mais pas rapportés. Je distingue enmeec@appelle « sommaire de propositions »
(dans lequel sont résumées des propositions indileks) et « sommaire de discours » (le
résumé de portions plus longues de discours) ;ajieg que, alors que le sommaire de
propositions est généralement associé a ce qualmutume d’appeler la « représentation d’'un
acte de parole » par le narrateur — qu'il s’agidsepropos écrits ou oraux —, le sommaire de
discours peut en principe utiliser n'importe ladeelles catégories de I'échelle du discours
rapporté. Par conséquent, je voudrais proposegchelle des modalités du discoueprésenté
pour compléter I'échelle des modalités du discaaysporté existante. Je formule également
I'hypothése que la notion de sommaire s'appliqué énda représentation de pensées, et je
m’interroge sur les conséquences de ce phénomette. r€exion me permet (1) de présenter
un changement mineur, mais que jespere utile, dangésignation des catégories de
présentation du discours, (2) de commenter quelcaesjui sont intéressants par leur ambiguité,
(3) de considérer les indices qui nous montrentdgpgepropos sont résumés et (4) de corriger
quelques erreurs de Short (1988) et du chapitaell®eech et Short (2007 [1981]).

Mots-clés sommaire de discours, présentation de discounbjguité dans la présentation de
discours, discours rapporté, discours représeitélite, sommaire de propositions, sommaire
citationnel, sommaire de paroles, sommaire de épats.

1 This article was previously publishedlianguage and Literaturd=eb. 2012 vol. 21 n°1 (18-32).
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1. Introduction

Sternberg (1982a, 1982b), Short (1988), Tannen 91980-19) and
Fludernik (1993: 409-14) have pointed out that Etitepeech (DS) can be used
to present propositions which cannot possibly beusate reports, either
because, for example, too much time has elapseahéanory of an original to
be accurate (this often happens in spoken ‘repoftspeech, as Tannen points
out) or because what is being reported as speeahr aetually occurred, e.g. in
hypotheticals like ‘Get lost’ in ‘I would have saftet lost” but | was too
embarrassed by what he said’ (see Short, SemindAgmthe 2002) or what
Fludernik (1993: 11) calls ‘condensed speech dctashich a brief discourse
schematically represents an entire speech eventtian which is not unlike,
but not identical with, the concept of speech sumnwehich | suggested in
Short (1988) and will develop here.

Fludernik, following Sternberg, argues via whaersned the ‘direct discourse
fallacy’ that the assumption of faithfulness inodigrse report has to be abandoned.
I have, with others, already argued against th&wvin Short, Semino and
Wynne (2002). There, we argued (a) that it is amhenreporting is involved
that issues of faithfulness (which effectively medaexical and grammatical
faithfulness) and so also the stronger notiorvefbatimreport (see Clark and
Gerrig, 1990), apply and (b) that careful consitienaof the context and co-text
is needed to be sure that reporting is actuallyntpblace, rather than being
merely presentation (as in fictional or hypothdtispeech) orepresentation
(for example to bring out a contrasting ideologitake’ on the original speech).
Hence we suggested that for clarity, and to avoidfision, we need:

(@) to distinguish terminologically among (i) discousesentation(which refers only to
the presenting discourse, the posterior discouarsguations of report and representation),
(ii) discoursereport (which assumes, for direct discourse presentatiomtchbetween
the lexis, deixis and grammar in the anterior anstgrior discourses) and (iii) discourse
representation(which assumes mismatchbetween the lexis, deixis and grammar of
the anterior and posterior diSCOUfS?EBI)Id

(b) to distinguish systematically among (i) speech,wiiting and (iii) thought presentation,
only using the term ‘discourse presentation’ asdcategory-specific equivalents (e.g.
‘free indirect discourse’) when talking very gerraor when there is ambiguity or
uncertainty as to whether one or another form sdalirse is being presented.

When reporting is cross-language, even theseresgeints have to relaxed, of course, although onddwo
expect as close lexical and grammatical correspmedes possible between the source and targetigegu

For discussions of discourse in fiction, | prefes indicated in Semino and Short (2004) to usedim
‘presentation’. Much grammatical discussion of dirand indirect speech etc uses ‘report’ because th
relation between the anterior and posterior spescfations is assumed to be unproblematic (indeed,
grammarians have traditionally invented their owaraples) and discussions in Critical Discourse
Analysis usually focus on situations where (usudlilgit) manipulation of the original has takenagk,
and so such analysts usually use the term ‘reptatsem .
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It is important for us to be very clear about elkaathat we are talking
about if we are to characterize accurately the mgarand effects of the various
forms of discourse presentation. Moreover, thoygbsentation, unlike speech
and writing presentation is not the presentatiora dbrm of ostensible inter-
personal communication; and a proper understandinthe presentation of
communication also needs to take account of thetlet the assumptions we
have about (i) speech and (ii) writing, althoughikir in many ways, can also
be different from one another. Indeed, | suspeat iths because of descriptive
imprecision from traditional times to the presewnerospeech/ writing that
much of the recent confusion concerning the conokfatithfulness has arisen.

‘Speech’ has always been the default term in dissopresentation, as
theoratio directavs oratio obliquadistinction in Latin rhetoric, in spite of the
fact that the recording of spoken language has bagn possible over the last
hundred years or so, shows. Essentially, most disegpresentation which has
been described has, for thousands of years, besw fim written (and often
fictional) texts. Not surprisingly, then, our camal assumptions concerning
faithfulness actually relate to writing (e.g. weitt scholarly debates), not
speech and it is in writing that the assumptionsiceming lexical and
grammatical faithfulness to an original in DS preagons are strongest (see
Short, Semino and Wynne 2002). As students andashave can be accused
of unreasonable manipulation if we misquote frommeotwritten texts and on
most occasions writers, even tabloid journaligig,not to commit the sin of
misquotation (which counts in Gricean terms asdation of the maxim of
quality)# And as teachers, we punish our students sevdréigy violate this
maxim in the other direction too. Plagiarism, thretence that the words of
others, and the propositions they present, areetbbshe current writer is as
unpardonable a sin as that of misrepresenting othats have said.

All this suggests that the concept of faithfulnesgds to be preserved
in the real world, otherwise the attitudes | hauset jreferred to cannot be
adequately explained. And our responses to fictidisgourse presentation are
clearly based on the schemata we have developeddur experience of real-
world discourse presentation, in line with Ryanl941) Minimum Distance
Principle. Of course the notion of faithfulnessfiction is a chimera, as just
about everything is invented by the author. i &nd 2%person fictional
narration there was no actual anterior speech tgtudor the narrator to
‘report’, even though we pretend to ourselves wigaing that there was; and
in 3%person narration it is arguable that the idea mteror vs posterior
discourse situations does not sensibly apply atialisually seems that what is

4 lkeo (2009) discusses interesting cases of D\Wdrary reviews, where what is quoted is acculate

the truncated ways in which the quotations are csade and contextualised create significant
misrepresentations of the original texts.
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said is being said for the first time ‘in front ofir eyes’. Note also that being
faithful to an original in real-world direct spee¢BS) does not normally
involve correspondences in intonation and prondiacisbetween the anterior
and posterior situations, presumably because theyireelevant in written
presentations and would require talented oral nymit spoken presentations.

This also shows the salience of writing presentaiiothe formation of
our discourse presentation schemata. Direct sgeaobvels, for example, has
the lively, dramatic qualities that it has, comghngith the less dramatic
indirect speech (IS) form, precisely because &ssociated schematically with
a claim to present accurately the lexis, deixis grammar of the (putative)
original, whereas IS does not.

Speech and writing summaries, like the presentatidrypothetical speech,
do not constitute presentational report and soatdimused as counter examples to the
faithfulness account. Moreover, | suspect thatdpsemmary is much more extensive
than we have noticed so ¥and that many of the examples of inaccurate DS/DW
presentation used to date to argue against themotifaithfulness in discourse
report can be seen to be summary, and so not mmallyter examples at all.

2. My current position on the discourse presentatio scales

In section 3 below | will discuss a series of exdapof speech
summary, but as a prelude to that discussion, d h@eutline briefly, for those
who are not familiar with it, my current view ofelspeech, writing and thought
presentation scales. My current position, is shigbifferent from Semino and
Short (2004) and the same as that presented in &@fY7), except that | now
think it clearer to use the term ‘Presentation’dao the acronym ‘P’) rather
than ‘Representation’ (and so the acronym ‘R’)tfar various category labels,
as this term focuses entirely on ghr@senting situatiomand so helps us to avoid
the trap of confusing presentation with repres@madnd report. In the past I,
like others, have unfortunately run these notiamgether. For example, in
chapter 10 of Short (1996), following on from cleapiO of Leech and Short
(1981), | use the terms ‘speech presentation’ dndught presentation’ for
chapter and section headings but then use ‘repedgam (which suggests a
change from an anterior situation to the postepoesenting situation) for the
Narrator's Representation of a Speech Act (NRSAggary and its thought
presentation equivalent (NRTA).

This is testable empirically, something which wbthirow useful light on the ‘faithfulness debat&hat
makes me suspect that summary may be quite consrtbatiwhen Elena Semino, Martin Wynne and |
were annotating the Lancaster SW&TP corpus destiibb&emino and Short (2004) and elsewhere, we
quite often inserted a note in our annotationsh#effect that summary was involved, even though we
were not looking for the phenomenon at the time.
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For clarity | will first introduce some speech peasation examples
(using, as is traditional, roughly equivalent mamgtions of an initial DS
string) and associated category labels (includiregtérm ‘presentation’ [P] for
the reasons outlined above) and then | will outtime faithfulness scales as |
currently see them. Note that our assumptions atheueffects of the various
presentational categories rest on rearranging astifg to create the other
categories and their resultant effects. This h&dpsxplain why we tend to use
such proposition-domain manipulations when intraglyicliscourse presentation
to students (I distinguish proposition-domain sumnfeom discourse-domain
summary in 3 below).

Category Example

Direct Speech (DS): “Just go — now!” he said grumpily.
Free Indirect Speech (FIS): She should get out now!

Indirect Speech (IS): Grumpily he told her to leave.

Narrator’s Presentation Speech Act (NPSA)Grumpily he ordered her out.
Narrator’'s Presentation of Voice (NPV): He spoke grumpily.

These five speech presentation categories, andeiipgivalents for writing
presentation, are each associated canonicallydifiéring sets of proposition-
domain faithfulness assumptions, as shown belowelgihe categories are
presented in the reverse order from that abovehsab It can outline the
faithfulness claims in ascending quantitative orfdem one claim, in NPV, to
four claims, in DS):

Category Faithfulness claims

NPV/NPW: Speech/writing took place (1)
NPSA/NPWA: (1) + speech/writing act specified, optionallyhwthe topic indicated (2)

IS/IW: (1) + (2) + indication of propositional contdB)
FIS/FIW: Q)+ @)+ (3) (+2?7?
DS/DW: (1) + (2) + 3 + words and structure used to espthe content (4)

| suggest that the canonical faithfulness assumptgiemming from
writing presentation effectively ‘wash over’ stratfprwardly onto speech
presentation. The faithfulness claims increase,abrgetime, as we move down
the list, one category at a time, from NPV/NPW t&/DW, except for
FIS/FIW (free-indirect discourse is famously a seticahalfway house between
the direct and indirect forms). Indeed, the indeli@acy with respect to
faithfulness claim 4 (in novelistic terms, raisitige issue of whose words are
being used, narrator or character) explains whyftee indirect category is
perceived by readers and hearers in the way tigmtThe NPSA category (and
NPWA) is often associated with summary, precisedgduse the most it can
contain is a speech act value plus an indicatiotheftopic of speech. For
NPSA/NPWA, unlike DS/DW, FIS/FIW and IS/IW, there ho separate
propositional form for the presented string. Disgioas of faithfulness in
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discourse report usually centre on the direct categ, as this is where the
largest number of faithfulness claims are made, @ndly consider in any
detail the two categories with the least faithfslmelaims, precisely because
propositional faithfulness is not at issue withsiag@resentational forms. When
we move from NPSA/NPWA to NPV/NPW in report, whalewe are told is
that speech or writing occurred, the faithfulnelssnt is so weak that the term
‘faithfulness’ no longer relates to the form or tamt of the reported discourse
at all and so the relationship to the fuller propas-domain forms is non-
existent and even the term ‘proposition-domain sanyiis inapplicable.

As | have said above, speech presentation andngrjtresentation,
which both involve the presentation of ostensildenmunication, seem to act
in rather similar ways, with the canonical assummibeing even stronger for
writing presentation than for speech presentatitmwever, thought presentation
is not the presentation of a communication between pami¢he presentation
of someone’s inner world. So, in the set of disseupresentation scales in
Figure 1 below, | separate the thought presentatale from the other two scales,
as in Semino and Short (2004). Square bracketssato separate off elements
which are linked to the discourse presentationeschiit are not technically part
of the scales themselves. [N] = sentences of thetnan of states, events and
actions; [NPSJ/[NPW]/[NPT] (Narrator's PresentatiohSpeech/Writing/Thought
= reporting clauses and other, non-clausal, rappsignals):

Speech and writing presentation

[N] [NPS] NPV NPSA IS FIS D8
[N] [NPW] NPW  NPWA W FIW pwW/
Norm?
Thought presentation
[N+IN8]  [NPT] NPT NPTA IT FIT DT FDP

«— Norm?—
Figure 1. The discourse presentation scales

This DS category is wider than that traditionaied, and includes what is usually known as FreecDi
Speech (FDS), which | now consider as a minor waneéthin the DS category, rather than a separate
category on its own, as, when we move from DS t& Fiere is no extra faithfulness claim, as there is
when we move rightwards from other category to laeobn the speech presentation scale. See Short
(1988) and Semino and Short (2004: 49).

DW includes FDW for reasons parallel to those didtenote 3 above.

IN = Internal Narration, covers the narrator'ssciiptions of internal cognitive states which a n
thought presentation, e.g. ‘Anger well up insidehi

Whether or not we need a DT/FDT distinction oa thought presentation scale needs careful embirica
consideration, in my view. As the notion of faithfess claims does not really make sense with réspec
to thought presentation it could be that there ear distinction in effect between DT and FDT. |
suspect not, but it is an open question.
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Because thought presentation is not the presentaifoostensible
communication, the thought presentation scale mstcocted on the basis of a
less than perfect analogy with the other scalemeScategory effects seem to
be roughly equivalent, for example the dramatie&# of DT (and some FIT),
compared with IT, seem similar to those on the spe®d writing presentation
scales. But others are not. | argued in chapteoflDeech and Short (2007
[1981]) that the differences in effect between Fd&tance from the speaker,
irony etc) and FIT (closeness to the speaker, sympetc) are a consequence
of the fact that the norm for speech presentatimecduse it is ostensible
communication) is DS whereas the norm for thougasentation must be more
indirect; consequently the free indirect categoepresents a move in a
different direction from the norm on the thoughégentation scale, compared
with those for speech and writing presentationescalhe bigger difference
between thought presentation and the other forndisaurse presentation is
also seen in the need for an extra category ofrlateNarration (IN). And,
perhaps most importantly for this paper, it is abtll clear that NPTA has a
proposition-domain summarizing effect, as NPSA atidWA usually do,
because summary does not seem sensibly to ap@yfeom of discourse
presentation which does not involve ostensible comigation and so an
‘original proposition’ is not available to the pegger to be summarized.

3. Speech and writing summary

Typically, when stylisticians discuss the NPSA (axi@dWA) category
they characterize its effect as summarizing in tyioe the reasons | have
suggested in 2 above. When we establish the vad@tourse presentation
categories, we typically do so, as | did abovemanipulating a proposition in
a DS string into the forms associated with the ofitesentation categories. In
other words, the kind of summary that is involvedNPSA and NPWA is
effectively proposition-domain summanHowever, there is another form of
summary, related to whole discourses or parts efthwhich | want to call
discourse-domain summarWhen | was a grammar school pupil many years
ago, | was trained to write summaries of textsyaoying lengths (100 words,
500 words, and so on). This was, in effect, | agsutraining for possible
administrative roles in later life; when secretari@ institutions take the
minutes in meetings, what they create, and theseptein their ‘published’
minutes of meetings, are discourse-domain writirgs@ntation summaries of
anterior speech, sometimes of individual turndimmeeting and sometimes of
sequences of turns, summarized together.

Once we see that speech and writing can be sunmedaaiproposition at
a time or a larger stretch at a time, we can sakethiere might be ambiguities
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between whether what is being presented in the NRBWA form is the
summary of a proposition or of some larger piecdistourse. This has led me
to realize that | made a mistake in section 10af.Beech and Short (1981)
with two invented examples, [12] and [13], whiclided to illustrate what |
was then calling the Narrative Report of Speeck 84RSA; now Narrators’
Presentation of Speech Acts [NPSA]):

He promised to return.
He promised to visit her agajrt‘?.

In fact, both of these examples are formally I1Sthespresented string is
clearly a clause (albeit a short, non-finite oHel) suspect that | was assuming
without realizing it that the summary was of mdrart one proposition in each
case, and so mistakenly assumed that, becausaéreysummaries, they were
examples of proposition-domain NRSA (now NPSA) sianymas NPSA is the
obvious proposition-summary category on the sppeebentation scale.

Below, | discuss a series of examples of discodeseain speech summary.
I do not have a full catalogue of summary exampégin particular, | am still
looking for writing presentation examples), butesgilly | want to suggest as
a consequence of the analyses below that:

(@) in addition to the more ‘standard’, one-proposiaira-time, presentation (including
proposition-domain summary for NPSA and NPWA), sbepresentation and writing

presentation can also be used to present sumnwdrieager stretches of speech and
writing (discourse-domain summary), including whdiscourses/texts;

(b) as all of the categories on the presentation segipsar in principle to be usable for
presenting discourse-domain summary, we effectiveded two discourse-domain
summary presentation scales (speech and writingyddition to the three proposition-
domain discourse presentation scales (speechngvatid thought), as set out in Short
and Semino (2004), with the minor modificationsalvé suggested in section 2 above;

(c) there is no equivalent discourse-domain thoughseation summary scale as the
notion of thought summary does not make much sensemmary can only reasonably
occur when an original is available to be summarizommething which is arguably
impossible even when we present our own thougtttsldne those of others;

(d) the establishment of the discourse-domain speedhwaiting summary presentation
scales helps us more easily to identify and descaitcurately a range of interesting
presentation ambiguities.

3.1. Indirect Speech (IS) discourse-domain summary

As | have suggested that the above invented exanfiden Leech and
Short (1981) can be seen as IS discourse-domaimanm| will begin with a

10 These invented examples were changed to be moueade in the second edition $fyle in Fiction
11 | would like to thank Geoffrey Leech for pointitigis out to me.
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clear textual example of this category. Here, anthfnow on, where relevant |
will bolden the stretch of text | am focusing on:

At other times the daughter, heart-stoppingly valops in her tight Californian pants,
would lead me by the hand through the ruined garttethe last clump of still-rooted
myrtles, then crouch, bare-kneed, and pull me dbeside her, andemand to know
my ideological convictions.

(Laurie Lee 1968s | Walked Out One Midsummer Mornii3%)

This example from an autobiography (which is ano#ample of IS
involving a non-finite clause) looks more like theesentation of a summary of
what was said rather than of a single propositioainly because of the clash
between the single-proposition structure and atistexis on the one hand,
and, on the other hand, the schematic assumptienkawe for emotionally-
charged interactions. It is implausible that theiyp woman would have
uttered just one, rather abstract, single-propmsisentence like ‘What are your
ideological convictions?’ or ‘What are your poldicviews?’. Even though the
text is not fictional, in this case, because wendbhave access to the original
very private conversation referred to, a decisigncawhether the presentation
is of a discourse-domain summary or not can onlpdsed on what is in the
presenting text and the relevant schematic assangpthe reader brings to the
text. In real life, it is sometimes possible innmiple at least, to check a
posterior discourse presentation against a recomtdginal, although in
practice that often turns out not to be possiblee Bame is true of the
following DS examples.

3.2. Direct Speech (DS) discourse-domain summary

When, in Short (1988) | discussed newspaper hessllike:

UGH! GET RID OF MY SQUINT
(The Sun21 June 1984)

You've given me a squint, said Maggie
(Daily Express21 June 1984)

| pointed out that it was unlikely that Margaretatther, the UK Prime
Minister at the time, ever said what she was prteseas saying in these DS
headlines, and that, indeed, there was no contegtidence in the ensuing
articles for her having used the words presenthd.implausibility here relates
mainly to character and role. Mrs Thatcher typicalboke rather formally in
public in any case, but when she was Prime Minister also had a duty to
keep her language formal to reflect her positidified®ively, then, as with the
Laurie Lee example, our assessments of whethdrawe proposition-domain
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presentation or discourse-domain summary presentatiill be based on
textual clues in the presenting text and schemassumptions related to
situation, speaker role and so on.

I went on in Short (1988) to consider whetherdbeve examples might
be speech summary, but concluded that the DS fazakened that interpretative
possibility (even though | noted that IS could stmes be used to present
summaries of stretches discourse longer than armopition) and came to the
conclusion (followed up on, in more detall, in th@posals in Short, Semino
and Wynne 2002) that faithfulness constraints dadepending on factors like
genre (for example news reports in popular newggamight be less faithful
than those in serious papers) and textual pos{famexample that headlines
might be allowed more faithfulness leeway than thain body of news
reports). In other words, although | raised thesfimlty of speech presentation
being used for discourse-domain summarizing puipbsid not really follow
the idea through, something which | am beginnindddn this paper. If these
examples are indeed DS discourse-domain speech aymas | now believe,
then the standard speech presentation faithfulc@ssiderations do not apply,
the only faithfulness constraint being that the ditogs, whatever their style,
represent a reasonable summary of what was saithlbv®f course the
standard proposition-domain presentation intergioetas still possible, leading
to a possible reading ambiguity. Whether readespaed to the above
headlines and equivalents as discourse-domain stigsra the presentation
of particular propositions is an empirical issulecaurse, which could be tested
in future research.

3.3. Narrator’'s Presentation of Speech Act (NPSAgaburse-domain summary

It is clear in the next, fiction, example that aR$A discourse-domain
summary interpretation of a part of the conversatimkes most sense:

. .one of these questions related to our manner of livg, and the place where
because | had heard he had a great plantationrginié, and that he had talked of going
to live there, and that he had talked of goingve there,

and | told him | did not care to be transported.
(Daniel Defoe 1906The Fortunes and Misfortunes of the Famous MolhBkxrs,41)

There is only one clause (no ‘reporting clause poreed clause
structure’), the speech act (question) is specibed the presented string
indicates that two topics were asked about, sugmgeshat more than one
clause (and maybe even more than one turn) wasdite
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3.4. Free Indirect Speech (FIS) discourse-domaimsmary

In the extract below, a group of characters areudising preparations for
an expedition they intend to undertake:

And thus it was agreed. They would depart in théngpto avoid the malarial menace of
the later seasons. Each would require a portakdstbad, an air mattress and a pillow;
they would take some Oxley's essence of ginger,esgmod opium, quinine and
powders; a portable inkstand, a match-box and gupplGerman tinder; umbrellas
against the sun and flannel belts to ward off craofthe stomach during the night.
(Julian Barnes 1989, History of the World in 10% Chapters 149)

Arguably all of this extract is discourse-domairesgh summary. The
first sentence is NPSA. For a group of peoplealfigree, there must normally
be more than one utterance of agreement, so thé& KRSt be the summary of
a number of contributions. The NPSA summary intoedua stretch of FIS,
which again appears to be discourse-domain sumrtasytime of an extended
stretch of interaction. The first of the two FIShemnces has a plural subject,
again suggesting more than one speaker and sothameone conversational
turn. This in turn suggests that the subsequeriese®, which is in effect a
long list of the items that the group would neetkdee, is also a summary of an
extended interaction among the participants abouatwthey would need,
probably with different individuals suggesting éifént items.

3.5. Narrator's Presentation of Voice (NPV) discag-domain summary

Breathless, half-choking, she told the dreadfulystor
(Katherine Mansfield, ‘The Garden Pa#)

I have classified this example as NPV, not NPSAcairse-domain
summary because the telling of a story (in thissdagura’'s description of her
encounter with the family of a working-class manowias just been killed in
an accident) is unlikely to involve just one proios and we cannot know
what specific speech acts were used in the tedifrtge story. It would be even
more clearly discourse-domain summary if Mansfiestl added the topic of
the story (e.g. ‘. . . she told the dreadful stofythe dead man’). The above
sentence could conceivably be NPSA summary if vearas that all of the
sentences uttered were statements. This providgsodufor the theoretical
likelihood that there can be inter-category amtiggaion the discourse-domain
speech and writing summary scales as well as on'staedard’ discourse
presentation scales.

12 | am grateful to Chang Shuchen for pointing ou$ gample to me.
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In Leech and Short (2007 [1981]: 10.1.3) | suggkshat ‘Mr D’Arcy
came from the pantry, fully swathed and buttoned,ia a repentant voice told
them the history of his cold. Everyone gave himieglv . . was what | am
now referring to as NPSA. A more accurate accogivgn the above, is that
‘Mr D’Arcy . . . told them the history of his cold$ ambiguous between NPSA
proposition-domain summary presentation and NPZodise-domain summary
presentation, and that ‘Everyone gave him advisdNPSA discourse-domain
summary presentation.

4. Speech and writing discourse-domain summary prestation scales

Given that | have now provided examples of speedsgntation
discourse-domain summary using each of the stanspegch presentation
categories, and that it is likely that examples t@nfound of each of the
categories throughout writing summary too, | wodike to propose a
discourse-domain speech summary presentation andle discourse-domain
writing summary presentation scale, to match thedsrd proposition-domain
speech and writing presentation scales (whereubscsipt ‘s’ below indicates
a discourse-domain summary interpretation):

Discourse-domain summary speech presentation
IN] [NPS] NPVs NPSAs ISs FISs  DSs
Discourse-domain summary writing presentation
IN] [NPW] NPWs NPWAs IWs FIWs  DWs

Figure 2. Discourse-domain summary speech and writing ptaen scales

The introduction of a set of discourse-domain summaesentation
scales would allow us to be more accurate in owerpnetative and analytical
claims for the stretches of presented discoursemdiscussion. They would
also enable us to describe more exactly the amtdguind uncertainties that
can occur between proposition-domain presentatiod discourse-domain
summary presentation. The NPSA/NPSAs and NPWA/NP\&&tegory pairs
are quite likely to be ambiguous with one anotlaarthe NPSA and NPWA
presentational categories are prototypically asgéedi with summary on both
the proposition-domain and the discourse-domaitesca
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5. Proposition presentation functioning as discouesdomain summary
presentation

We have already seen in 3.4 that it is possibleatee ambiguities both
between (a) proposition-domain presentation categarhich are adjacent on
the cline and (b) proposition-domain presentatiord aliscourse-domain
summary presentation, at least in cases whereptfeehk is presented relatively
minimally. This, in turn, raises the possibility gifnilar sorts of ambiguities in
relation to adjacent categories.

What | have also come across, however, are sonmepdas of presentations
which effectively constitute (i) proposition-domairesentation and (ii) discourse-
domain summary presentatiahthe same timeConsider the example below (|
have numbered the sentences for ease of referewt®h comes at the
beginning of the garden party referred to in thie ©f the story, with Laura
welcoming the guests as they arrive:

‘Darling Laura, how well you look! (1)
‘What a becoming hat, child!’ (2)
‘Laura, you look quite Spanish. (3) I've neverrsgeu look so striking.’ (4)
And Laura, glowing, answered softly, ‘Have you hea? (5) Won't you have an ice? (6)
The passion-fruit ices really are rather spec{@).’

(Katherine Mansfield, ‘The Garden Parllﬁ)

(1), (2) and (3)—(4), because they are each cadamthin separate sets
of inverted commas look like conversational open@educed by different
people commenting on Laura’s appearance, They wibuld seem to be DS
proposition-domain presentations of the individutérances of three different
characters arriving at the party, with no matchindividual response turns
from Laura being provided. The DS of sentences({))-en the other hand, as
they cohere together pragmatically and are all ainetd within one set of
inverted commas, are appareitigll excerpted frononeof Laura’s responses
to one of the visitors. Hence each DS example in (1)-64gn on its own, is
traditional proposition-domain speech presentati®ut they are clearly also
representative parts of three separate interactand together, the three
sentences of Laura’s presented speech also couintfdoence, as the enaction
the sort of responskaura would have made to all of her guests, iriolyidhe
three who produce sentences (1)-(4). So, overalhawe what amounts to a
guotative summarywhich quotes representative parts of at leas¢ghr

13 Also supplied to me by Chang Shuchen.
14 The story is a fiction, of course.
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conversational openings and one (part of) a reptatee reply, with the rest
of the discourse omitted. In other words, the D8ppsition-domain speech
presentation is being used at the same time asq3&)urse-domain summary
presentation.

This discussion in turn brings me to another exanhplow realize | did
not get quite right irstyle in Fiction

Mr Shepherd hastened to assure him, that Admiraft @ras a very hale, hearty, well-
looking man, a little weather-beaten to be surénot much; and quite the gentleman in
all his notions and behaviour; — not likely to make the smallest difficulty about terms;

— only wanted a comfortable home, and to get in@sisoon apossible; — knew he
must pay for his convenience; — knew what rent a ready-furnished house of that
consequence might fetch; — should not have been surprised if Sir Walter had asked
more; — had enquired about the manor; — would be glad of the deputation, certainly,
but made no great point of it; — said he sometimes took out a gun, but never killed; —
quite the gentleman.

(Jane AusterRersuasiorCh. 3, quoted in Leech and Short 2007 1981]: 1p.1.4

| described this extract, correctly, | think, aSFBut in the light of the
DS example from the Katherine Mansfield sentenaavapl think it is more
accurately described as FIS quotative summaryhasdashes and elliptical
syntax clearly suggest that we are being presesitbidexcerpted snippets of a
longer speech (and maybe even of a series of Mpltd's turns, with the
contributions of Sir Walter and others omitted)eTihtroduction of the kind of
careful proposition-domain presentation and dissedtomain summary
presentation analysis | have been arguing for is paper thus helps us to
characterize better the detailed effects of suelmgmes. A similar Jane Austen
example (which is also arguably ambiguous betweéh &nd FDS) is
discussed in Pallarés-Garcia (2008: 63), who rei@rg as ‘an interesting
mixture of quotation and summary.

These examples are similar to what Fludernik (199B1) calls
contraction, for which she provides a DS exampézjved from Page (1988
[1973]: 32) and indeed my notion of summary shamse similarity with what
she calls ‘condensed speech acts, again givingXagges to illustrate what
she means.

6. Concluding remarks

This paper clearly builds on the work of othergy(eSternberg, Page,
Tannen, Clark and Gerrig, and Fludernik) as welingsown, including some

15 | would like to thank Elena Pallarés-Garcia foinping out this example and sharing her dissemati
with me.
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of my own earlier imprecisions. Analytical falseeps are, of course, an
inevitable, and indeed welcome, consequence oisstyans’ attempts to be

empirical and analytically and interpretatively gise. | would be pleased, of
course, for others to help fill in the blanks | baeferred to above and correct
any mistakes, inaccuracies or gaps. Similarly, ety interested in hearing

from others about different kinds of discourse pn¢éation ambiguities and

uncertainties they have discovered. | would alke tb suggest that empirical
work is conducted on whether or not real readeiseat, while reading, at the

kinds of discourse-domain summary interpretationave suggested.

Finally, | would suggest that discourse presemntaginalysts need also to
spend some concentrated time on investigating tregnpatic processes
involved in inferring whether a presentation is twwhhave called proposition-
domain presentation or discourse-domain summarseptation (or both at the
same time). As | have suggested in some of theuskson of individual
examples above, the co-text may contain informationsuggest that a
discourse-domain summary is involved, the presiemaitself may have
relevant summary-suggestion features and we cleadyschematic knowledge
of various kinds to infer that the presentatiorwtfat Ryan calls the Textual
Actual World is summarized. How we perceive andpoasl to discourse
presentation ambiguities and vaguenesses, bothinwidmd across the
presentation scales, also merits inferential praigmavestigation. Indeed,
given that, to date, the definition of the disceupesentation categories has
been dominated by structural considerations (gmtag, lexis), it is arguable
that the elephant in the room in discourse prefientéheory and analysis is
the relative weighting of formal, contextual andagmatic factors when
deciding upon categorizations, discourse-presemtdtipes (e.g. proposition-
domain presentation and discourse-domain summaggeptation) and the
effects associated with them.
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Craig Hamilton
Université de Haute Alsace
ILLE EA 3437

Résumé: L’article présente plusieurs principes rhétoeiggue Leech et Short ont introduit dans
“The Rhetoric of Text,” chapitre sept detyle in Fiction, afin d’analyser des textes de
Hemingway (fiction) et de Sting (non-fiction).

Mots-clés rhétorique, stylistique, imitation, iconicité,ipbde vue

On Rhetoric and Stylistics

For such an old term, “rhetoric” remains surprigmgolysemous. This
is because it can designate at least two concdptaltaneously. First,
“rhetoric” is often used to refer to written or &eo discourse that aims to be
persuasive, especially in the context of politicsnically, detractors may call
discourse “rhetoric” when they feel iti®t persuasive. In this sense, “rhetoric”
may refer to discourse one disagrees with (rathen tdiscourse one agrees
with), just as the term “ideology” is often used fmlicy one disagrees with. In
other words, if “ideology” may refer to policy orksagrees with, “rhetoric”
may refer to discourse one disagrees with. Sudhedfate of “rhetoric” , as
empirical evidence from corpora might reveal, gsnantic prosody is more
negative than positive in current usage. That dhiel,second main sense of
“rhetoric” refers not to the produgter sebut to the process. By that | mean
that “rhetoric” can be used to refer to the theofypersuasion. American
university courses on rhetoric reflect this ambiguwhich is to say they
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usually involve theory and/or practice. Some rhietapurses teach students
how to write persuasively, while others may tedwnt only about rhetorical

theory. Still other courses, however, try to dohbat once by mixing theory

with practice under the heading of “rhetoric.”

Within the context of Leech and Short’s landmarkldtyle in Fiction
the fact that there is a chapter dedicated exlylitit textual rhetoric should
hardly be surprising. | am referring here to tregrwenth chapter, called “The
Rhetoric of Text.” As | have explained elsewhereaifiiton 2008), the
historical roots of stylistics are to be found imetoric. In the pedagogical
institution of rhetoricelocutio(i.e. style) was one of the five major canons of
ancient rhetoric, so the debt stylistics owes tetatic should seem obvious.
However, many researchers in stylistics today maghue that their work has
more in common with modern linguistics than it dedgth classical rhetoric
(although | doubt that Leech and Short would makattargument).
Disciplinary boundaries, of course, may be butdine the sand. As Paul
Hopper recently admitted: “In fact, if pressed, duld regard linguistics as a
branch of rhetoric in much the same way that, fmusSure, it was a branch of
semiotics. Linguistics, for me, is micro-rhetorichetoric writ small, so to
speak” (2007, 249). In light of Hopper's remarksyduld add that if stylistics
today is part of linguistics, and if linguistics itself part of rhetoric, then it
follows that stylistics is logically part of rhetoras well.

In “The Rhetoric of Text,” Leech and Short introdus series of stylistic
principles in order to uncover effective meansahmunication in texts (2007,
169). In broad terms, rhetorical analysis in litgrastudies may refer to
“analyzing the surface structure of narrative tewtshow how the linguistic
mediation of a story determines its meaning anecgff(Lodge 1980, 8). More
specifically, and this is what Leech and Short destrate in their chapter,
studying style closely allows us to see how effeciommunication occurs in
narrative texts. In what follows, | therefore dissuseveral principles from
“The Rhetoric of Text” in order to show how theynaaarify questions of style
in both fiction and non-fiction. After introducirgpme of the principles, | turn
my attention to Hemingway'th Our Time (1925) before discussing Sting’s
autobiographyBroken Musiq2003).

Some Principles in “The Rhetoric of Text”
According to Leech and Short (2007, 169), rhetogles on “principles

or guidelines for getting things done by meansaoigliage,” and they openly
admit their preference for “principles” rather thamles” in their chapter.
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Throughout their chapter, Leech and Short idergtif{east fifteen “principles”
of the rhetoric of text, including the principlek o

End focus, or “last is most important” (20071}
Segmentation (2007, 173)

. Subordination (2007, 178)

Climax (again, “last is most important”; 20079)
Memory (2007, 184)

. “Firstis most important” (e.g. in speech) (Z0086)
Imitation (2007, 188)

. Chronological sequencing (2007, 188)
Presentational sequencing (2007, 190)

10. Psychological sequencing (2007, 190)

11. Juxtaposition (2007, 193)

12. Reduction (2007, 198)

13. Concision (2007, 199)

14. Variety or elegant variation (2007, 199)

15. Expressive repetition (2007, 199)

CoNooA~LDOE

Although the relationship between these fifteemggles is not always
clear in “The Rhetoric of Text,” some of them dorinenore of our attention
here. For instance, the first main principle Leacid Short discuss is that of
end focus. Although they claim that end focus ifidpological” but that
climax involves “tone units” (2007, 179), end foaurwd climax are two sides of
the same coin for they are both found in writing.tdhat is why | will use the
term “end focus” here for “the last is most imparttaprinciple in written
examples. As Leech and Short explain (2007, 18Ih),a" classically well-
behaved sentence, we expect the parts of the senterbe presented in the
general order of increasing semantic weight.” Thiasailiar with research on
information structure (Lambrecht 1994), especiatlpic-comment or theme-
rheme ordering, will see some similarity here vilte principle of end focus.
And when Leech and Short say the principle of ckmefers to “last is most
important” too (2007, 179), then the similarity ttte principles of end focus
and climax ought to be clear.

One of the examples Leech and Short use to demabaskre principle of
end focus is the following sentence by the histoEalward Gibbon, “Eleven
hundred and sixty-three years after the foundadiobRome, the imperial city,
which had subdued and civilized so considerablead pf mankind, was
delivered to the licentious fury of the tribes oér@®any and Scythia” (gtd. in
Leech & Short 2007, 180). After opening with infation about Rome as an
imperial city, Gibbon ends his sentence by focusingthe tribes of Germany
and Scythia,” thereby introducing a new topic. Otz new topic is introduced,
however, it is then familiar to the reader. And dese it is familiar to the
reader, we would logically expect the next sentetcetart with the same
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topic, those invading tribes. Writers who write @aling to the principle of end
focus can thus fulfill reader's expectations abweiial new information by
putting it not in the middle of a sentence but eatht its end. The fact that
Leech and Short’s principle is corroborated by ghse/illiams’ guidance on
sentence “shape” (2009, 91) suggests this princgteins a useful one today.
Although Leech and Short (2007, 186) later adnat th speech there may be a
preference for speakers “to mention what is mogiitant first,” the principle
of end focus nevertheless remains valid, espedialyriting.

Another principle is suggested but not named incheand Short's
discussion of sentence structure (2007, 176-188)my mind, the principle
involved here is the so-called form is content piphte, which can be
paraphrased simply as meaning thatftven selected can be as meaningful as
the content of what is communicated, especially if form andhtemt are
assumed to be equal in value. One of the consegsenicthis principle in
literature is that there are writers who may usemex sentence structures to
convey complex content (Leech & Short 2007, 17@) €xample, frequent
uses of coordination or subordination in complextagces can appear to
convey complex thoughts. However, there are alstessrwho use complex
syntax to convey confusion (e.g. Beckett in hisygjajust as there are those
who use simple syntax to convey profound emoti@ng. (Hemingway in his
short stories). Simple syntax can include frequesges of the conjunction
“and,” as well as successive uses of short deolaratatements. Too much
coordination, of course, can give us the impressiooonfusion. Writers who
avoid subordinate clauses, for example by usingti@ge coordination instead,
might not help readers understand what is importartt what is not even
though nobody can pay equal attention to everythihgf the time. That said,
while intentional ambiguity may seem poetic, thensacannot be said of
unintentional ambiguity.

As Leech and Short make clear, the importance ofesee structure
cannot be underestimated. In their discussion ob@e sentence structure
(2007, 181-182), for instance, they note that wsitean create drama or
suspense by using long “anticipatory constitueirigheir sentences. Leech &
Short cite the following example from Henry JamBsé Ambassadote make
their point, “At the end of the ten minutes he wasspend with her his
impression — with all it had thrown off and all litad taken in — was
complete” (qtd. in Leech & Short 2007, 183). Jarmeparates the predicate
("was complete”) from the subject (*his impressiptiy using a subordinate
clause containing twelve words. In doing so, Jag&sns to create the effect
of suspense. However, examples like this lead LaadhShort to formulate the
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memory principle, which means, “Reduce the burdernihe reader’'s immediate
syntactic memory by avoiding major anticipatory stiments” (2007, 184). In
simple terms, sentences with shorter anticipatonstituents are easier to read
than those with longer ones. When thinking aboattihrden of comprehension
writers may place on readers, Leech and Shortgireto insist that the rhetoric
of text must be “addressee-based” (2007, 185). Bagythat for they feel that
writers have to take “the reader’'s needs and eapens” into consideration if
they want to communicate effectively (2007, 185).cOurse, writers are free
to ignore the needs and expectations of readetsf they do, then they will
probably produce writing that is not worth readinge let alone twice.

The final principle of concern here is that of iatibn, which Leech and
Short (2007, 185) feel involves the presentatioaald representational
functions of literary modes. The representationatfion specifically is carried
out by writing that is “miming the meaning thaekpresses” (2007, 185). This
function logically relates to iconicity. Chronolegl sequencing is one form of
iconicity whereby a cause “precede]s] effect” (20086). For example, “The
criminal was shot and killed” presents the caussd,fthe effect second. “The
criminal was killed and shot,” however, presents #ffect or result first, the
cause second. Indeed, so strong is our preferamceafise to precede effect
that we might even interpret that last example gamthat the gunshot did not
cause the criminal to die. Juxtaposition, anotleemfof iconicity, means that
“words which are close in the text may evoke anrempion of closeness or
connectedness in the fiction” (2007, 193). While t@estalt principle of
proximity (Ungerer & Schmid 2006) most likely prdes a cognitive basis for
this form of iconicity, its effects can be seenilgagor example, to say that “A
schooner sailed into Portsmouth Harbour mannedfity fmen” (2007, 193) is
to reveal juxtaposition in action. We expect thetipgle clause at the end of
the sentence to modify the noun closest to it sRmuth Harbour — although it
modifies schooner, the sentence’s subject! Juxithposn this case creates
ambiguity or confusion since writers confuse readgrusing such sentences.

Rhetoric in Fiction

To discuss rhetoric in fiction along the lines prspd by Leech and
Short in “The Rhetoric of Text,” consider the fallmg vignette, which is
“Chapter VII" from Ernest Hemingway’k Our Time(sentences numbered for
the purpose of analysis) :

[1] While the bombardment was knocking the trenzipieces at Fossalta, he lay very

flat and sweated and prayed oh jesus christ geduhef here. [2] Dear jesus please get
me out. [3] Christ please please please christlf[$pu’ll only keep me from getting
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killed I'll do anything you say. [5] | believe inoy and I'll tell everyone in the world that
you are the only one that matters. [6] Please plelesr jesus. [7] The shelling moved
further up the line. [8] We went to work on thenice and in the morning the sun came
up and the day was hot and muggy and cheerful aret.d9] The next night back at
Mestre he did not tell the girl he went upstairshvat the Villa Rossa about Jesus. [10]
And he never told anybody (Hemingway 1996 [19253), 6

It goes without saying that Hemingway's style hasrbstudied in great
depth before. My remarks below are therefore tirtyacontribution to a much
greater field of research. For example, in an lartam “A Cat in the Rain”
(another Hemingway story), David Lodge argues Hehingway, “By omitting
the kind of [character] motivation that classicahlistic fiction provided, ...
generated a symbolist polysemy in his deceptivehpke stories, making his
readers ‘feel more than they understood™ (1980, Bhother critic, Charles
Anderson, contrasts Hemingway’s “lyrical mode,” seen in passages &f
Farewell to Armswith “the hard polished surface of his typicabge” (1961,
442). The Hemingway style has been so influentinbenerations of American
writers that, as Jerry Underwood suggests, it @lpempossible for writers to
escape Hemingway'’s influence (1976, 684-685).

That such a unique style could create memorabléestshould seem
obvious. “Chapter VII” fromin Our Timeis a story of hypocrisy, of so-called
foxhole Christianity. In sentence [1], the longieipatory constituent creates
dramatic suspense, which is reinforced by the tisheopast progressive verb
phrase (“was knocking the trench to pieces”). Famtiore, despite the
inclusion of a reporting phrase, (“[he] prayed’hwetprayer is Free Direct
Thought (2007, 270) rather than Free Direct Spé20607, 258) because the
prayer seems to be a silent one. Presumably, #rerether soldiers with the
protagonist in the trench (e.g. “We” in sentencl, [But they do not appear to
hear his prayer since it is not in Direct SpeecinfdVioreover, the protagonist
prays only for himself, not the others.

The prayer comprises 41% of the story (i.e. 55 wardt of the story’s
134 words), and the prayer runs from the last dlafentence [1] to the end of
sentence [6]. After the prayer, the turning pointhe story comes in sentence
[7], when the “shelling moved further up the lineyvay from the protagonist.
This is where Leech and Short’s principle of imdatbecomes most relevant,
especially where chronological sequencing is caoremr There is a
chronological sequencing of events in sentencevibgre the bombardment
comes first, followed by the protagonist’s actictig lay very flat and sweated
and prayed.” By using simple past verb forms heras-well as repeating the
coordinating conjunction “and” — Hemingway’s udesequencing represents
the situation dramatically. This is why the prayleat follows seems sincere
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and genuine. Likewise, Hemingway uses sequencisgritences [7] to [10] to
report events in their chronological order. Howevke shift from [6] to [7] is
highly salient for we assume causes to come fiff¢cts second. That is why
we can interpret sentence [7] to be an effect chlryethe prayer. Since [7]
follows [1] to [6] as we read, we are made to asstinat the shelling moved
away from the protagonibecauséne prayed to Jesus to spare his life.

However, Hemingway could have made his story eventsr by merely
stating the so-called facts, “The Fossalta trenes wombarded last night.
Then the shelling moved further up the line. Atsteane soldier survived the
attack.” Although that style would be fitting for v@ire agency report, it is
hardly an example of great literature. It is whatsi a poor paraphrase of
Hemingway'’s original story. What is more, withiretbontext ofin Our Time
if the numbered chapters (i.e. the vignettes) Hpgiear between the book’s
main stories were made even shorter (and they erertonger than a page),
then their inclusion in the book might seem evemaperplexing. But to return
to “Chapter VII,” we can also see Hemingway puttithg principle of end
focus into practice. Sentence [6] ends with “dessug,” while sentence [9]
ends with “Jesus” — spelled with a capital “J” thimie to make the contrast
striking. It should be noted, however, that thetggonist is not entirely
disrespectful toward Jesus since he uses a polistreiction at one point in his
prayer, in [4], “If you'll only keep me from getgrkilled I'll do anything you
say.” The use ofvill in both the protasis and the apodosis of a canditi
construction is rare, but when used it is oftengpratically motivated. It is
polite to say to a customer, for example, “If ybuNait here, I'll get the
manager to assist you.” To return to end focusgesee [8] ends with “cheerful
and quiet” rather than “hot and muggy,” the pairtefms with which the
phrase contrasts. Finally, and this is perhapsrtbst powerful example of the
principle of end focus in action, Hemingway sumsthe story in sentence
[10], “And he never told anybody.” Presumably, loesl this so that there can
be no doubt about the protagonist's hypocriticatis€ttanity. The promises the
soldier made during his near-death experience everrkept, and as Thomas
Strychacz (1989) suggests, masculinity and autharé frequent concerns in
Hemingway's book. Finally, the “last is most im@ot” principle not only
seems true about the composition of sentences Ibatthe composition of
stories like Hemingway’s “Chapter VII” fronm Our Time

Rhetoric in Non-Fiction

Although Leech and Short called their bo&tyle in Fiction many of
their insights in “The Rhetoric of Text” are eqyalklevant to non-fiction. Let
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us consider, then, the following excerpt, whiclrisn Broken Music, A Memoir
by Sting (sentences numbered for the purpose dysisp:

[1] From about the age of seven, on school holidays at weekends | will go out to
work with my father on his round in the High Farsiate and the miners’ cottages at the
north of the town. [2] He works seven days a weslery day of the year but Christmas.
[3] My dad is the boss, but he can't afford to takieoliday. [4] When | join him, he will
shake me awake at 5 a.m., leaving my little brothehis slumbers, and I'll bundle
myself into the warmest clothes possible. [5] Sames, in the winter, it is so cold that
there is frost on the inside of the window and Véhto fumble to get dressed underneath
the bedclothes as my breath condenses in theathi[B] | stumble downstairs where my
father is pouring the tea and | begin settingalfiefore the rest of the family rise. [7] We
load up the van, wearing old leather gloves with fingers cut out and lifting the cold
metal crates as gently as possible so as not t@ wak neighbours. [8] Soon we are
making our way through the dark empty streets! [8hrn to love the unique quality of
the early mornings. [10] When everyone else inttven is tucked up in bed, we move
quietly like cat burglars and seem to own the sdreevesting them with an exclusive
and mysterious glamour that will vanish as the nmymprogresses (Sting 2003, 28).

This passage is from chapter 1, when Sting desctiliee childhood in
Wallsend near Newcastle in the late 1950s. A fegepaearlier, we learn that
Sting turned five in 1956, which was when his fattpeit his job as an engineer
to become manager of a dairy instead. The pasdames ds from a section
where Sting describes the dairy, which the faniied above. Most readers
might agree that Sting’s depiction of the scena igery vivid one, even for
readers like myself who are not from the north ofjiand. There are many
common nouns here with definite articles, as weleaamples of what Leech
and Short would call devices of “cohesion” (20086}l Yet some of their
principles might help us see a little more cledrbw Sting’s depictions seem
S0 vivid.

First, the sentences are generally well-crafteth wie principle of end
focus put to good use. For example, sentence [@ &ith “every day of the
year but Christmas,” while sentence [3] ends witlari't afford to take a
holiday.” Sting implies here that even if his fatleuld have made time for a
holiday somehow, since he was his own boss, thaseeng&ver any money for a
holiday. The juxtaposition is clear, as a schoojl#tyng has “school holidays”
(sentence [1]), while his father only has one dfiylhe entire year, Christmas,
which is in winter to top it off. Sentence [4] endgh “the warmest clothes
possible,” while sentence [5] ends with “chill aireminding readers we are in
the heart of winter here. Then sentence [6] ends ‘setting a fire before the
rest of the family rise,” while sentence [7] endghw/so as not to wake the
neighbours.” This explains why Sting and his fativerk so quietly. Indeed, in
sentence [4] we see that Sting’s father shakesalwake so as not to wake the
younger brother who is sleeping. Then we see liefanaking tea for the two
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of them, while Sting wants to warm the house fa& tdomfort of others. To
summarize, these are kind acts of consideratiopictel in detail, unlike the
selfish soldier praying only for himself in Hemingyis story.

The principle of imitation is also at work in Stisgxcerpt. For instance,
in sentences [4] and [5], in the middle of the pass we read, “[4] When [ join
him, he will shake me awake at 5 a.m., leaving itiyel brother in his
slumbers, and I'll bundle myself into the warmedbtiees possible. [5]
Sometimes, in the winter, it is so cold that therdrost on the inside of the
window and | have to fumble to get dressed undénhngee bedclothes as my
breath condenses in the chill air.” After using treb “bundle” to describe
hastily getting dressed in sentence [4], Sting tfegmesents that action in the
next sentence. Sentence [5] is rather long sine@tierage English sentence is
just 17.8 words long in general (Leech & Short 2000). Sting's fifth
sentence, however, is roughly twice as long agtleeage one (37 words), and
noticeably longer than either the fourth senten2® \ords) or the sixth
sentence (23 words) which frame sentence [5]. Timeiple of imitation offers
an answer to the question of why a noticeably losgatence would have been
used in [5]. What Leech & Short call “form enagimeaning™ (2007, 195) in
their discussion of iconicity suggests that a lorthan-average sentence can
help represent or mimic the action of having “tanhle to get dressed,”
especially when it is cold. What is more, if vetib® “bundle” and “fumble”
have attenuated aspects, then using longer sestémceinforce those aspects
could directly contribute to the vivid imagery here

A final thing readers may notice in Sting’s exceigpthe use of “will,”
which occurs 4 times in the 244 words of the passkgr the first 26 pages of
chapter 1 inBroken Musi¢ Sting mainly uses past tense forms in the usual
manner. But this changes near the end of page I#®ugh Sting the man was
at least 50 when he wroBroken Musi¢che only covers the first 25 years of his
life or so in his autobiography. What is more, hée of “will” both here and
throughout the memoir is meant to represent thevpaint of a first-person
omniscient narrator, which seems like a paradoxefmVBting notices that most
of the men in Wallsend seem to work in the shipyauiiding ships, he writes,
“As | watched them, | wondered about my own futued what kind of job |
would be able to do. Would I too join this vast grof men and live out my
days in the bellies of these giant ships?” (20@322). Two paragraphs later,
he writes, “Three years after me, my brother, Riibrought into the family
and my father will make another decision that hi negret for the rest of his
left” (2003, 27).
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While a young boy could not know his father's fagh about such a
decision, this is knowledge Sting no doubt acquileer on in life. What
makes the use of “will” unusual is that we haveiddie-aged writer telling his
life story from a boy’'s point of view at this past the memoir. But what if
Sting had used “would” rather than “will” (as oftes possible) in the excerpt
in question? The result would be as follows:

From about the age of seven, on school holidaysaameéekends | would go out to work
with my father on his round in the High Farm estatel the miners' cottages at the north
of the town. He worked seven days a week, everyofidlye year but Christmas. My dad
was the boss, but he couldn't afford to take adayli When | would join him, he would
shake me awake at 5 a.m., leaving my little brothéris slumbers, and | would bundle
myself into the warmest clothes possible. Sometjrimethe winter, it was so cold that
there would be frost on the inside of the windovd anvould have to fumble to get
dressed underneath the bedclothes as my breatrerseul in the chill air. 1 would
stumble downstairs where my father would be poutirggtea and | would begin to set a
fire before the rest of the family would rise. Weuwd load up the van, wearing old
leather gloves with the fingers cut out, liftingethold metal crates as gently as possible
S0 as not to wake the neighbours. Soon we woulchddéng our way through the dark
empty streets. | would learn to love the uniqueliuaf the early mornings. When
everyone else in the town would be tucked up in, lvegl would move quietly like cat
burglars and seem to own the streets, investing tvith an exclusive and mysterious
glamour that would vanish as the morning progressed

Although more frequent uses of “would” create cet®icy, they may
strike readers as redundant or repetitive, comp@réuke original, even if there
is nothing grammatically incorrect about them. kedieis often possible to use
“would” in place of “used to” to depict past actithat no longer occur. But
because Sting mixes verb tenses in the originargkcthat may explain in part
how we get an unusually vivid impression of a noatiscene from his
childhood. In other words, this could be an exampiid_eech and Short’s
elegant variation principle, which simply advisestars to avoid “too much
repetition” (2007, 199). That said, Sting’'s persigtuse of “will” throughout
his autobiography is one of its more noticeabldisity features. In the first
sentence of the Epilogue, for instance, he wrifElstee years after the deaths
of my parents, Trudie and | will move into Lake Heuin the Wiltshire
countryside” (2003, 330). As the great grammariarchidel Swan notes,
“When we usewill, we are not showing the listener something; weaakéng
him or her to believe something” (2005, 191). lin&s case, his personal
knowledge of his life allows him to use “will” irhis way to report various
events, even though the predictive sense “will” rgase us the impression, at
times, that the autobiographer does not always kwbat exactly happens in
his own story. But that is a topic for anothercheti
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Conclusion

In this article, | have surveyed several of Leenld &hort's principles
from “The Rhetoric of Text.” | have done so in arde show that they can
clarify a number of aspects of fiction and nonifsict Although | have
discussed some principles, such as end focus aitdtion, there are many
principles | have not discussed. What is more, migfbanalyses of the
examples by Hemingway and Sting are by no meangleten Indeed, were
there space enough and time, one could say a deshitmore about style in
both Broken MusicandIn Our Time For example, the principle of expressive
repetition (Leech & Short 2007, 199), or narratétay concepts like that of
the “reflector” (Leech & Short 2007, 273), couldeshlight on aspects of
Hemingway’s story that | have not discussed Likewigeviews ofBroken
Music could also be studied to see how critics haveoredgd to Sting's story
and style. After all, the book quickly rose to nuane onThe New York Times
bestseller list on 18 January 2004, and in anviger Sting said he wrote the
book to show, “How an ordinary person from the Rast England becomes
Sting, becomes a celebrity, becomes a succestisit! &6ainz 2004, 6). Having
said that, | hope to have made it clear in thiglarthat “The Rhetoric of Text”
enables us to uncover textual details we might aken for granted before.
And if Leech and Short’s chapter reminds us as theli stylistics comes from
rhetoric, then that too is worth remembering.
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THE THREE S’S OF STYLISTICS

Claire Majola-Leblond
Université Jean Moulin Lyon 3
ERIBIA - GREI EA 2610

Résumé: Cet article est une réflexion sur la méthodologfidistique, librement inspirée du
travail de G.Leech et M.Short, appliquée a une abbende William Trevor, « Solitude ».

Mots-clés nouvelles, saillance, ligne serpentine, silestgistique, William Trevor.

At summer’s end, the three S’s that inevitably camenind are those in
Serge Gainsbourg’s famous song:

Sea / see: In some ways, a text can be viewedsaaszape, with changing, shimmering
waves of meaning, and stylistics is undoubtedlyualsight, vision-point of view. The

reader becomes sailor, scrutinizing the text fgnsiindicating directioh

Sex: textual pleasure and the erotics of readiegfamiliar notions to
readers of Roland Bartheds Paisir du text€1973)

Sun/son: undoubtedly radiant, stylistics is alsoualfiliation. We are
here today, celebrating the 30th birthday of a saimwork and its authors
(should | say fathers), and | would like to addehtrat my interest in stylistics
is closely linked tdstyle in Fiction a book Professor Jean-Pierre Petit made all
his Licence students (among whom, myself) read ign dhort story class,
precisely in 1981, which is why | would like to deate this paper to him.

Probably the most obvious meaning of the lettes Blurality, diversity;
historically Marc Alain Ouaknin ihes Mysteres de 'alphabgtces its origins

1 Michael BJRKE speaks of “the dynamic ebb and flow of affectiviedrprocesses during engaged acts of

literary reading”( 2011, 255)
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back to ancient Hebrew (where its first meaning Vtasth”), through the
Greek letterSigma used by mathematicians as the sign of sum. Addmg
combining different elements to reach a resulhdeed quite representative of
the methodology of stylistics, linking analysis arsynthesis, objective
observation and subjective interpretation. To tng &ffer some perspectives
on what stylistics means to me and the ways itgrane to be an invaluable
tool to make sense of texts, | will focus on oneWiliam Trevor's short
stories, “Solitude? not only because its title features an “s” wdbdt also
because short stories lend themselves particulgliyto stylistic investigation.
Their textual closure often makes it possible tacheconvincing, or at least
plausible interpretation more easily and stylisteatures, because of the
concentration of narrative, are often more saliean in novels.

Indeed, the first S in Stylistics, and in some waywe capital S of
stylistics, is SALIENCE. It is one of the three®rds” focused on by Leech
and Short irStyle in Fictionalong with “sequence” and “segmentation”. Like
most stylistic notions, it has a very specific gmelcise meaning, but it can also
be taken more broadly; | will take here the wordit, lay meaning; the
definition to be found in the Oxford English Diatiary spans from heraldry to
architecture via medicine; salience first refersthie quality of leaping or
springing up. It thus stands out as a dynamic notion. Promieeamud high
visibility are then emphasized as key features.tMbgot all stylistic notions,
can be related to salience: foregrounding, enddothematization, deviation
and repetition, sound patterning, cohesion.... Thei$i long and the crucial
issue is discernment. “Literary considerations migtrefore guide us in
selecting what features to examine” warn Leech@matt (1981, 70).

Salience can be more or less objective, more srdisple to identif§
tittes — Labov'sabstracts— are unquestionably salient; they create expectat
give some sense of direction to the following te¥8olitude” for instance
strikes an uncertain note, and the double tonagjtive and negative - major
and minor - focuses on ambivalence, thereby establ, at the outset of the
text, interpretation and coming to terms with exg&ce as potentially central
themes. Salience can sometimes be more difficulteatify, depending on

2 TREVOR, William, 2005,A Bit on the Sidel.ondon, Penguin, 100-28. All page numbers refethts
edition.

In heraldry it refers to an animal standing orhitsd legs as if in the act of leaping ; in old ricadiuse,
punctum salienseferred to the heart, as it first appears inrabrgo, hence the first beginning of life, or
motion ; in architecture, it refers to an angleining outward, jutting out, away from the centrfettee
fortification.

It is simply defined irKey Terms in Stylisticas “concerning elements which stand out, for ircstan
the lay-out of the page”, @RGAARD Nina, BUsSEBeatrix, MONTORO Rocio 2010, 32).
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one’s sensitivity to modulation, difference, prosmice and deviance, one’s
capacity to select and interpret; on what Leech &mdrt call “stylistic
competence”, “an ability which, they say, differgq@ople possess in different

measure” (1981, 49).

“Solitude” opens in the following way:

I reach the lock by standing on the hall chairpéw the hall door and pull the chair back
to the alcove. | comb my hair in the hallstand gldsam seven years old, waiting for my
father to come downstairs. (100)

At first sight, everything seems to be salienthis overture. The rhythm
is striking, short sentences, parataxis, many mglaides, repetition of the
first person pronoun four times in three lines,aain the position of subject,
sounding a note of control and assurance. The fube gimple present tense is
also salient in a fictional context; it is endoweith a strong actualising power
that literally causes the scene to appear unmedizfore our eyes. Directness
and immediacy are dominant features, undoubtediynected with the choice
of perspective, that of a 7 year old child in faamilsurroundings (the use of
definite articles is a well known tactic).

But since salience is a dynamic phenomenon, powercantrol that
appeared very much in the foreground, once eskauligend to recede into the
background when our attention is further drawn tie verbs used and the
transitivity systerh The “I” shifts from the position of “actor” of nterial
processes (I reach, | open, | comb) to that of dvelh/sensor” (I am[...]
waiting) while the “actor” changes to “my fathers aubject of the material
process (“to come”). Spatially speaking, salienap be seen as inverted; the
child steps down from the chair and the father cofmem upstairs. What then
might potentially be interpreted as salient is thenerability of the child,
(presumably a little girl, although we are not écifly told that) deeply
longing for her father’s return. At the end of fiiwst paragraph, the dialectics
of the text are established.

The following paragraph develops the subjectivitthe child's perspective
and subtly defines the architecture of relationsimgide the family:

Our house is a narrow house with a blue hall dimoa, square, in London. My father has
been away and now he is badke first morning we’ll go to the caféges ago my
mother read what he had written for me on the podtcThey're called the Pyramids,’
she said when | pointed at the picture. And thBliot long before he is back.” But it was
fifty days. (100)

5 Material process (actor), mental process (sensehjavioural process (behaver), process of vediain
(sayer), relational process (carrier), existengracess (there is... existent). See SIMPSON (200253
for a complete account of the transitivity system.
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The order chosen: the house - the blue hall ddlbe square — London,
departs from the more traditional and neutral zogmin from general to
particular, without being strongly deviant. The dlball door is nevertheless
worth noticing as a slightly salient mark of sulbpty since it is difficult to
include in a clearly identifiable sequencing. Budrmstriking is the difference
in the modes of speech representation chosengireet style for the father’s
words which, though italicised, are thus preserstedpart and parcel of the
child’'s memory and thoughts; direct style completth inverted commas and
inquit for the mother's words which, by contrastpaepr as clearly separate
from the child’s train of thoughts. Proximity vessdistance; the opposition is
further emphasized by the obvious contrast in tregption of time between
mother and daughter. To a little girl “fifty days'indeed a “long” time, and it
seems therefore that the mother has been lying.

Father and child eventually go to the café; thedahas coffee and the
child “a slice of Russian cake”.

But all the time there is what happened and altithe | know | mustn’t say. A child to
witness such a thing was best forgotten, Mrs Upsillid, and Charles nodded his long
black head. No blame, Charles said; any child waldy her games behind a sofa ; all
they'd had to do was look. ‘No skin off my nose’, &les said. ‘no business of a poor
black man’s’ and not knowing | was still outsides tkitchen door, Mrs Upsilla said it
made her sick to her bones. Well, it was someth®igarles reminded her, that my
mother wouldn't take her friend to the bedroom tvas my father's too. At least there
was the delicacy of that. But Mrs Upsilla said whaticacy, and called my mother’'s
friend a low-down man. (101)

This fifth paragraph opens up a textual abyss. diseovery of the
mother’s betrayal, highly disturbing for the child, presented in an equally
disturbing way to the reader. Salience here talkeddrm of obligueness and
ellipsis; the fragments of speech collected andajwesed as free indirect
speech, possibly free direct speech, or directctpaére what strongly looks like
an impossible attempt at producing a coherent paphgin indirect speech on
the narrator’'s part appear as mimetic, iconic,haf dlisruption this traumatic
event caused in the child’s life. A disruption tlcaiminates in the somewhat
enigmatic passage that closes the first part sffthir part story, putting an end
to the party organized to celebrate the fathetigrnefrom Egypt:

My mother’s friend looks up from the landing thatvgo flights down. He waves and |
watch him coming up the stairs.[...] and | wondemif mother’s friend is drunk because
he takes another cigarette from his packet evemgtinbe hasn't lit the first one.

[...] When | reach out | can touch him. My fingertipge on the dark cloth of his sleeve
and | can feel his arm beneath, and everythingffisrent then.

There is his tumbling down, there is the splintebedister. There is the thud, and then
another and another. There is the stillness, arsdWsilla looking up at me. (110)
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The stylistic choice of existential processes foltgy an ellipsis here
appears as a clear strategy to erase the actorletehp emphasizing
powerlessness and shock while undoubtedly appeatan evaluative
strategy; no responsibility can be attached to aaydhe actor’s disappearance
is all the more salient as this last paragraphhrnitally speaking echoes the
opening paragraph in which the seven-year old ‘dswo strongly present and
proudly in control. Both reader and child are tlsest on an uncertain voyage
of interpretation and reconstruction.

Salient elements do not stand alone in works ¢ibfic connections need
to be drawn for interpretation to be reached. Bomnections are seldom
straightforward, which is why the middle S in stjics may stand for
SERPENTINE. The serpentine line takes us back tgakth and Eighteenth
Century aesthetics. The representation to be foarnttie cover oThe Analysis
of Beauty (1753) associates the rigor of mathematical caog8tn to the
freedom of the curve:

VARIETY

Hogarth explains in chapter VI, “Of Lines”: “Thempentine line, by its
waving and winding at the same time different wégads the eye in a pleasing
manner along the continuity of its variety[...] and] by its twisting so many
different ways may be said to enclose (though butirmyle line) varied
contents”.

In stylistics, it easily connects with perspectiw@nd style, or empathy
and offers quite an apt representation of readimgtegyies based on an
unfailing trust in Paul Grice’s Cooperative Prideigl1975). Stylisticians can
thus be viewed as following or tracing more or lEssuous lines across texts,
similar to Tristram Shandy’s famous plot linessitwate and relate elements in
order to make sense, in particular when intergmids problematic, which is
often the case in literary texts. “Solitude” is exception.

The first line we tend to draw in a text is thergtline; we identify the
major world building elements (who, where, when twhapand place them in
some sort of dynamics. In “Solitude”, we have aetilime which turns out to be
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made up of three separate segments with two saiimses, 10 years between
parts 1 and 2; 36 years between parts 2 and 3.

7 year old — London
/I (10years) /I
17" birthday France

Il (36years) //

53%ear, Bordighera

The discourse line, which is usually thought of asmore or less
continuous line tends to play hide and seek withreader in this story. The
narrator in the first part of the text is difficuth identify; the narrative voice
seems to follow the meanders of the 7 year-olcecedt’s perception and the
inflexions of her voice too, giving a striking expla of a child’'s mind style.
We have to wait until the second part of the texfind, in a brief aside, the
first and only explicit dissociation of the naivat voice from the character’s:
“I can hear now, thirty-five years later, that mamippling voice” (111); we
know the character is 17; so we add up 17+35=52 wedidentify the
narrator's age; the retrospective dimension of taration is fleetingly
established together with the polyphonic naturéheffirst person (as child, as
teenager, as adult narrator). In the thind fourth phases of the short story, the
character has now moved to Italy and explicitlyadseup in her narrator’s
voice : “I'm in my fifty-third year now, a woman whhas settled down at last
in the forgotten Italian seaside resort where thet. In nineteen forty-nine
that was, | calculate.” (117) We add up: 1949 +efBals 2002, a palindrome-
number, which is interesting in a story where ethéng seems to fold back on
itself. This approximately corresponds to the tiofetelling. Character and
narrator have caught up with each other. If we iake account the fact that
the story was first published in 2002, they havenezaught up with the reader!

Child reflector,
Narrative transparency
Child’s voice ?
Adolescent reflector / voice ?
One single (salient)narrative aside
17+35=52
Adult
reflector,

Narrative maturity?

1949+53=2002
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We have been trying, more or less successfullybrtdge gaps and
include the discontinuity of events at story lewgb some kind of progression
to match our expectations of traditional storyimgll Yet, this discontinuity is
resistant, and paradoxically appears reinforcedth®y constant use of the
present tense in the narrative, which makes distangossible. We are
inescapably plunged in the obsessive present ofathediegetic narrator's
personal memories and thoughts winding, snakeditand the double traumatic
event of the mother’s betrayal and the accidenthatparty and trying out
different viewpoints (her own, her father's as gleeceives it, Mr d’Arblay’s)
so that discourse and story lines combine in theviing way:

The narration of those two events is fragmented Bparse number of
paragraphs, scattered over the entire story. Andr@esoon made aware that in
fact, the central issue is not to understand exadtlat happenéd It has to do
with approaching the much more fundamental andcdifftask of coming to
terms with experience, in this case, telling itsedfjuiring us to try and trace an
ultimate serpentine line with metatextual and irebeual coils.

Acquiring a voice is a complex enterprise; thedlgiinnot speak to her
father “all the time | know | mustn’t say” (100hé teenager is silent: “that is
how we live, our conversations incomplete, or nehegun at all” (114); only
the adult narrator becomes aware of the importafcelating: “who then, in
all the world, would be aware of the story that nidpe told?” (119); like
Coleridge’s Ancient Mariner, she desperately stdotsking for a listener:
“Again and again | searched among strangers forstgner who would
afterwards pass on as a wonder the beneficent®sé two people “(120). She
eventually meets a mysterious Mr d’Arblay on therpenade, at Bordighera,
who listening to her, gives sense to her narratiaad puts an end to her quest.

6 itis not easy to identify the narrative voice the type of narration, or the perspective chosdh. A
certainties are denied to the reader.

7 We are at last given the end of the traumatiosead a final echo of the accident, though theevstill
remains unclear:
“My mother gathered her dress from the floor, hecktace too, where she had thrown them
down[...] And Charles came in then, and knew, and to@ out to the square to show me the
flowerbeds he'd been tending” [...]
“A child ‘s slight fingertips on a sleeve, restitigere for longer than an instant. So swift her
movement then, so slight it might not have occuatdll: that too Mr d’Arblay can imagine and

61



Claire Majola-Leblond

Their conversation starts as literary small tabow@wt Ford Maddox Ford'$he
Good Soldier,Somerset Maugham’s stories, and the benefits -wéading
“good” novels, opening for the reader the doubléhpaf intertextuality and
metatextuality.

The hint takes us back to the beginning of the, et little girl is at the
café with her father.

He spreads out on the table a handkerchief he diaght, all faded colours, so flimsy
you can see through it in places. Old, he saysptayy silk. There is a pattern and he
draws his forefinger through it so that | can sdea. ‘For you’, he says.’ For you'. (102)

Two pages later in the story, we are told the moiheffered a similar
handkerchief by her husband :

He has brought her a handkerchief too, bigger thare, and already she wears it as a
scarf. ‘So beautiful you are!” my father says ang mother laughs, a sound that’s like
the tinkling of a necklace he gave her once. (104)

The handkerchief is associated with the neckladechvis, with the
dress, central in the fragmented memories of theapal scené. Intra-
textually, thus, the motif of the handkerchief imoly points to the
antagonism between mother and daughter (we migint deindictive note in
“bigger than mine”), a feeling which the fatherheit is not aware of, or
chooses to ignore, focusing instead on the ideiatefpretation, pointing the
obvious intertextual and metatextual reference enry James’'s famous
“Figure in the Carpet”, thereby back-grounding arenserpentine, more
hypothetical and more complex intertext to the sceShakespeare@thella
ll, 4, 53-65, Othello warns Desdemona:

that handkerchief

Did an Egyptian to my mother give,

She was a charmer, and could almost read

The thoughts of people; she told her, while kebyat it
‘Twould make her amiable, and subdue my father

Entirely to her love: but if she lost it,

Or made a gift of it, my father's eye
Should hold her loathly, and his spirits shouldthun

he does. The unlit cigarettes are crushed benestibe There is the crash of noise, the splintered
banister. There are the eyes, looking up from &woW. There is the rictus grin.” (125)

“My mother’s dress was crumpled on the floor &nduld see it when | peeped out, her necklaceathro

down too. Afterwards, she said they should havkddahe door.” (108) followed a few pages later by:
“My mother gathered her dress from the floor, heckiace too, where she had thrown them
down. The drawing room was heavy with her scent aed friend put a record on the
gramophone, the voice still sang when they had gand Charles came in then, and knew and
took me out to the square to show me the flowerbed$been tending.”(125)
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After new fancies: she dying, gave it me,
And bid me, when my fate would have me wive,
To give it her;

(-]

‘Tis true, there’s magic in the web of it.

Calling forth tragedy as intertext casts on the haesual remarks
foreboding overtones; thus Mrs Upsilla’s warninganttying up the little girl’'s
shoelace before the party that “ A nasty accideetet could be”, or Charles’s
comment over the number of wine bottles “Enouglgg¢bdrunk” are made to
resonate ominously and trigger off a sense of tability. Yet, whereas
Othello wrongly suspected his wife of being unflithand kept misreading
signs, the father in “Solitude”, who offers his &ifi handkerchief without
knowing about her unfaithfulness, apparently reacheceptance without too
much difficulty:

My father accepts what he has come to know whitielieve is everything — of my
mother’s unfaithfulness. There is no regret on notirar's part that | can tell, nor is
there bitterness on his; | never heard a quaffel4)

According to the narrator though, only telling clhestow meaning.
Shakespeare’s tragedy ended on the very similag nbtthe necessity of
telling:

| pray you in your letters,

When you shall these unlucky deeds relate,

Speak of me as | am; nothing extenuate,

Nor set down aught in malice; then must you kpea
Of one that lov'd not wisely but too well[...]"(V,341-5)

At the end of “Solitude”, Mr d’Arblay is the one teassert the cathartic,
redemptive value of telling:

‘It is natural too,” Mr d’Arblay replied while we alked, ‘to find the truth in the agony of
distress. The innocent cannot be evil [...]

‘Theirs was the guilt’ [...] ‘his, that he did not &w her well enough, hers that she made
the most of his not knowing. Theirs was the shayet,their spirit is gentle in our
conversation: guilt is not always terrible, nor sigaunworthy’. (126)

Quite revealingly, his ontological status is neeempletely clear. His
name seems to come straight out of a Jane Austei; ribturns out to be the
name of eighteenth century novelist Frances Bumysband. Is the character
‘real’ (like the kind widower, Mr Fairligin part 1), or is he a figment of the
narrator’s imagination, (like Abigail and Davie rheo imaginary companions)?
There is no answer to that question; the focusikis role as intermediary, as

9 But Mr Fairlie is also the name of a charactefitkie Collins’ novel, The Woman in Whit¢1859).
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revealer. The narrative eventually shifts fromtfi third person, from self-
centeredness to otherness and a displaced percatihe self that can be
interpreted, in the coda as a sign of narratoreztiumity©:

Petits fours have been brought too, although | neale one from the plate. One night
she may, is what they think in the kitchen, andnesay to one another that one night,
when she sits down at this same table, as oldeasvéhever become, she will be lonely
in her solitude. How can they know that in the dinroom where royalty has dined she
is not alone among tattered drapes and chandeammadoned to their grime? They
cannot know, they cannot guess, that in the olélhahd when she walks by the sea,
there is Mr d’Arblay, as in another solitude thesere her childhood friends. (127)

Intertextuality and metatextuality can often seemtlidous (in the
etymological sense of the term de-lirare, of swegrom the furrow) in so far
as both take us away from straight trajectories; the role of serpentine lines
in perspective is to open up onto vanishing poiaty] it might well be the
ultimate role of stylistics to make us sensitivahe sounds of silence to reach
deeper understanding.

Offering SILENCE as the third and final S in stylistics may seeighsly
perilous and paradoxical. Yet there are styligticés of silence in a text. One
is ellipsis, and we have seen how salient ellipsis be; the many things left
out in texts create an empty space open to theersathterpretation and
serpentine conjectures; other things, expressedstnt angle (among which
intertextual suggestions), meant rather than sa#&ite a sort of no man’s land
between discourse universe and text worlds whereSylvie Germain’s
evocative formula, “the echoes of silence” (199éjhhbe perceived. In many
ways, what is explicit in a text only correspondghte tip of the iceberg; this is
particularly familiar in poetry where meaning istesf evoked, suggested,
transmitted via sounds for instance, but it is dguaue of artists such as
William Trevor. Before being a writer, Trevor wagarver, carving out, taking
away material to create form; he admitted to higing methods’ not being
very different from his carving techniques. Hiseusf sounds, assonance,
alliteration or rhyme as vectors of sense has avimen for him a privileged
strategy to mean without being explicit, thus togniwriting into an indirect
speech act.

For instance, the verb “know” and more precisedycintral diphthong is
repeatedly used as a leading sound; it combinds‘wit”, “so”, “old”, “told”,
“shadow”, circulating between the character: “I Wnbmustn’t say” (100), the
narrator: “I know that this is not so, yet stillskems to be” (119), Mr d’Arblay,
“It is not difficult for him to imagine the houses & was; he does not say so,

10 one can note that this short story is part oflame entitledA Bit on the Side.
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but | know” (125) and the parents, “This is whatyidg that sleepless night,
they came to know” (126), linking all of them beybiife and death in a final
common intuitive understanding which other sounttignas help reinforce:

It was enoughMr d’Arblay diffidently insisted, that what there is tdl,tin honouring
the ded, has now been It between two other people, and shall Hd tgan between
them, and each time somethingrgal. The seléss are undemanding in their_ ges.
(126)

Thus “tell’, “dead”, “again” are made to echo anonnect, just like
“gained” and “grave”, reasserting continuity andamiag.

In a similar way “lives”, “lies”, “silence”, “time; “night”, “child”, are
connected through sound, creating a tight web ofammg above the

fragmentation expressed by words:

Three_liveswere changed for ever in that instant. Whateesmiiy father told were good
enough for people at a party, theeaite of two servants bought. My mother wept and hid
her tears. But some tinthiring that sleepless nigivas she — my father too — touched by
the instinct to abandon the chiltho had been born to théh? (126)

The linking of sound tends to suggest that the angw/that question is
no and that the family, in spite of the double daaitnunderwent cannot be
disintegrated.

Echoing words can also be perceived, exploring different way the
rich fields of cohesion. It is the case here withuge” which works as a sort of
passworél connecting the past to the present; “the blue d@dr”(100) which
might now, alas, be “a different colour” (115); tha@rator wears blue “because
it suits [her] best” (p.117), but also probablyassert that continuity with the
past, she notices about Mr d’Arblay “his eyes gsiitling blue[...] the blue
of his eyes repeated in the tie that's knotted mtblue-striped shirt.” (122),
and this unmistakably singles him out as privilegerlocutor. This “blue
note” is also particularly tuned to a story endtféSolitude”, not to mention
Purcell's tonally unstable and complex famous nalgiece “O Solitude”™:

[...] © how agreeable a sight

These hanging mountains do appear

Which th’unhappy would invite

To finish all their sorrows here

When their hard fate makes them endure
Such woes as only death can cure]...]

This conveying of an indirect, at times luminous,times darker,
epiphanic meaning through what could be termedudxt/hispering seems to

11 underlining, mine.

12 The idea of password comes from Jean Pierre RishbotdkMicrolectures(1979).
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be Trevor'sSIGNATURE, a sort of genetic print, secret and discreefs it
present in many other stories and obstinatelyraffithe resiliency of sense,
accepting the risk of the reader’s overlookingoweer-interpreting signs.

As a last word, | would venture the idea that stids, in the unfailing
attention to sight, sound and sense it demand$eisSALT of reading (and
probably of teaching too) ; over these last 30 getivat salt has never lost its
flavour; yet, if too little salt makes the food tEess, too much salt renders it
inedible...
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MIND STYLE: DEVIANCE FROM THE NORM?

Linda Pilliere
Aix-Marseille Université — LERMA EA 853

Résumé: Cet article revient sur l'interprétation courandu terme « mind style », pour
démontrer que d’autres facteurs, I'importance dutexte socio-culturel et le role du destinataire,
jouent un réle fondamental dans la mise en place mhind style ».

Mots-clés style, mind-style, stylistique, déviance, congesbcio-culturel.

In Chapter 6 ofStyle and Fiction,Leech and Short investigate the
concept of mind style. The fact that they choosdddicate a whole chapter to
the topic reveals the importance that they attelotthis notion. The chapter
demonstrates that a critical analysis of a mindestgquires both a detailed
linguistic study at the microtextual level, whilagaging with wider issues,
with studying how the fictional world is experiekceret in spite of its rich
potential for textual analysis, the term mind-sthl@s not enjoyed the same
success apoint of viewor focalization Even the second edition &tyle in
Fiction offers a relatively limited number of references further reading. The
aim of this article then is to seek to understamg this should be. Is the term
mind styledeviant from the norm of narratological terms? Amlv exactly
should the terndeviantbe understood? In order to address these questions
will be necessary to re-examine what exactly ismhég mind-styleand how it
has largely been interpreted in recent research.

The term mind style was first coined by Roger Fowle “any distinctive
linguistic representation of an individual mentelfs(1977, 103). He goes on
to say that “it is created through the writer usiogmulatively, consistent
structural options, agreeing in cutting the preséntvorld to one pattern or
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another which give rise to an impression of a wetelw” (76). For Fowler,
mind-style is an alternative to Uspensky’s “poifitview on the ideological
plane” which he considers to be too “cumbersom&9@l 214). Following on
from Fowler, Leech and Short use the term to rédethe way the fictional
world is perceived or conceptualized, in preferancevorld-view’ (2007, 151).

In order todemonstratevhat they mean by mind style, all three use
precise examples from twentieth-century literatér@wler refers to Halliday's
study of Lok, the Neanderthal man in Goldin@se Inheritors while Leech
and Short analyse a passage seen through the t£ykee mentally-retarded
Benjy in Faulkner'sThe Sound and the Furfoth of these analyses focus on
the various consistent linguistic features that ased to present a limited
appraisal of events. In the case of the passageentng Benjy, it is a game of
golf, and in the instance of Lok, it is a man dnagvia bow and arrow and
shooting. Neither Lok, nor Benjy possess the adequacabulary to name
these events. Nor do they fully understand theiogighip between cause and
effect (Leech and Short 2007, 196). The limitednitige skills of both these
two characters are reflected in the choice of xjrammatical patterns. So in
both instances, the reader is presented with adwadw that is markedly
different from his/her own, and both studies off@ar examples of language
that is deviant, in so far as the syntax and leied are markedly different
from the linguistic norm.

Subsequent analyses of mind-styles have tendedctgs fon the same
kind of deviance i.e. examples of a character'soaial thought processes.
Elena Semino, for example, has analysed metapliomand style inOne Flew
Over the Cuckoo’s Ne$1996) arguing that the use of machine metaphgrs b
the first person narrator, Bromden, contributeh® ¢reation of his mind-style
and reflect his mental illness. In her analysisngtaphors in Mark Haddon'’s
The Curious Incident of the Dog in the Night-TjrBemino (2007) argues that
the problems experienced by the main characteis©pher, when he tries to
understand other people’s use of metaphors caactrbe linked to the fact that
the protagonist suffers from Asperger’'s syndromelisarder that affects the
sufferer’'s communication skills and ability to fosuacial relationships. A more
recent article (Semino, 2011) focuses on the usdeixis and fictional minds
that work “in a striking and peculiar way”. Inek@kting (1995) examines the
narratives of the three Compson brothers in Faulkidne Sound and the Fury
and concludes that the different ways in whichdharacters’ speech patterns
are represented reflects various types of mensakrder.

Obviously such mind-styles present clear examples specific way of
apprehending the fictional world. But Semino andirslehurst (1996) take
this further when they argue that
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although in theory mind style applies to all textspractice its relevance is limited to

cases where a text's view of reality is perceivedhe reader to suggest a particularly
striking, idiosyncratic, or deviant understandirfgltee world. In such cases, an analysis
of mind style provides a useful way to understdreworkings of the text and to explain

its effects.

However, | would contend that the theory of minglestis indeed
relevant for all kinds of text and that, as Fowlemself argues, language
constructs “a point of view which systematicallgrisforms our common-sense
world” (1996, 225). In fact, when we turn to lookwahat Fowler and Leech
and Short have to say about mind style, we findiranfiore comprehensive
approach than most recent studies on mind-styléinsgggest. Fowler (1977,
103), for example, states that

A mind style may analyze a character's mental tifere or less radically; may be
concerned with the relatively superficial or relaty fundamental aspects of the mind;
may seek to dramatize the order and structure méa@ous thoughts, or just present the
topics on which a character reflects, or displagopcupations, prejudices, perspectives
and values which strongly bias a character’'s weiddv but of which s/he may be quite
unaware.

Similarly, Leech and Short (2007,158) point outtthrand style can be
applied to a writer's style in so far as it refeedtis or her world view. They
demonstrate that Henry James’s use of syntacticeddihg is both a
characteristic of his style and a linguistic feattltat contributes to his creation
of a fictional world bound up in intricate sociades i.e. his mind-style.

So why have so many subsequent studies focusdithited cognitive
skills? And what have been the repercussions ongheof the term mind style
in general? One answer to the first question i$ timusual mind styles are
immediately obvious to any reader because thegulstic features do not
correspond to Standard English. When you read sagassuch as

They were hitting little, across the pasture. | tveack along the fence to where the flag
was. It flapped on the bright grass and the trgeech and Short 2007, 163)

there is no need to be a linguist, to realize seaething strange is happening
here, and that a very idiosyncratic way of viewinents is being created.
Another reason, which is linked to the first, istttan unusual mind style is
perceptible in a short passage and therefore offees examples for the critic.
The extract from Golding'$he Inheritorghat Halliday analyses, or the extract
from Faulkner'sThe Sound and the Futhat features irStyle in Fictionare
just a few paragraphs, offering an ideal lengthtéatual analysis.

However by limiting mind style to analysis of theusual, less attention
has been paid to the wide-reaching definitions g Fowler and developed
upon by Leech and Short that | quoted earlier. éadé# may explain why

69



Linda Pilliere

narratology has preferred to talk of voice or pahtview. For, while it is
obvious that critics consider that consciousnetsdéfnik 1996) or cognitive
style (Margolin 2003) play a vital role and shollld analysed, they seem to
fight shy of using the term mind style. This is tpadarly striking in Alan
Palmer’s work,Fictional Minds Although he insists upon the importance of
the notion of “mind”, arguing that it includes “@kpects of our inner life” and
that “the constructions of the minds of fictionddacacters by narrators and
readers are central to our understanding of hovelsowork” (2004, 12) — he
never actually uses the term “mind style” even gio8tyle in Fictionfigures

in the bibliography and he does quote Leech andtSkiben he examines
various kinds of discourse. Instead he opts far ffirst introduced by Marie-
Laure Ryan (1991), “embedded narratives”, to refer“the whole of a
character’'s various perceptual and conceptual voews, ideological world
views” (2004, 15).

I would therefore argue that by focusing on minglest that reflect
limited cognitive skills, the concept of mind stylas become far more limited
than its original authors intended, and perhapaatd fewer supporters than it
actually deserves. From this two other hypothesksw. Firstly, that the idea
of deviance that is considered in most of the syib=et work on mind style is
but one kind of deviance. Secondly, that the ababrmind styles studied
automatically lead to a focus on the individualighimiting the wider-reaching
importance of the concept. To address the firshtpdiwish first to consider
what exactly is meant by deviance, before examimwm mind-styles that do
not feature the abnormal deviance so frequentliyaed.

The notion of deviance is a complex one andLenguage and
Literature Leech evokes three categories of deviation: psinm@eviation,
secondary deviation and tertiary deviation. Thar@dt space to examine all
three in detail here, and for the present discussiis primary deviation which
is the most relevant and which, according to Leechf two kinds:

a) Where the language allows a choice, the poes gaitside the normally occurring
range of choice.

b) Where the language allows a choice, the posiedehimself the freedom to choose,
using the same item in successive positi@t8, 59)

In other words, deviance is perceived as beingufft from “norms of
linguistic expression in general” (2008, 62). Sasdbn abnormal mind style
have been mainly concerned with primary deviatigret(a), with the normally
occurring range of choice being that of StandardliEn grammar. Again, this
is probably because such deviance is the mostnsalipe. But this kind of
deviation need not be so spectacular. It can sirbplyan unusual collocation
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— which is salient at a microtextual level — andhpps less easily noticed. To
illustrate this point | will examine a few shortteacts from Kazuo Ishiguro’s
The Remains of the Dawand the use that the butler Stevens makes of the
adjective ‘professional’.

Within the context of the novel, Stevens is obsgsgéh his profession
and what the correct behaviour of a butler sho@dHe speaks at length on
The Hayes Society and what it means to be a grglrpband who fulfils the
role most fittingly. So it is all the more strikirthat he should describe his
relationship with Miss Kenton in terms of “a fineofessional understanding”
(1996, 173). The adjective “professional” is, ictfaused on several occasions
to refer to their relationship, where “the normatlgcurring range of choice”
might have suggested “personal”’. Miss Kenton's jbssdeparture from
Darlington Hall would be, for Stevens, a “professibloss” (1996, 180). And
when he sets off to see her again some twenty Yat@rs he convinces himself
that their interview will “be largely professional character”. Even his cosy
cups of cocoa at the end of the day with Miss Kerdoe “overwhelmingly
professional” (1996, 155), but the hyperbolic ativienplies the contrary.

Other unusual collocations can be found in Stewensé of “triumph”.
The noun is used to describe his feelings on riegahe evening of his father’s
death (1996, 115) and curiously placed in the sa®mtence as “sad
associations”. Similarly, when he fails to comfistiss Kenton on the news of
her aunt’s death (1996, 239), his mood is “dowricasly to be then qualified
as “a sense of triumph”. In both contexts, “triurhjpecomes salient, and the
linguistic discrepancy, the use of a word in anawal context, suggests to the
attentive reader that Stevens’s version of evemtsot the whole truth and
nothing but the truth. In other words, the usetatimph” is deviant in so far as
its use is at odds with the context. How awarertaler may be of primary
deviation type b over a long stretch of text wibviously depend to some
extent on the reader’s attentiveness. Once agamRemains of the Dajfers
some interesting examples.

One of the dominant features of Stevens’s narrasivés excessive use
of negation. This use of negation takes variousn&rfrequently combining
negation of the verb with a lexical item that caméaa negative affix, so that
the result is in fact a double negative where gpmaffirmation would have
been possible. Thus he says “the pressures [..tg wevertheless not
inconsequential (1996, 80) instead of simply thegyt“were consequential”.
“not at all out of keeping” (1996, 139) is prefatr® “in keeping”, “would not
be an unsuitable setting” (1996, 92) is used imsiafa“would be a suitable
setting,” “it would not be unfair to suggest” (199612) instead of it “it would
be fair to suggest”, and “it was not impossiblet'tt{4996, 186) rather than “it
was possible that”. These forms occur throughoatrthvel, but how easily
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they may be recognized will depend on many factimduding the reader’s
attentiveness to detail. Moreover, a reader versedFreud’'s work on
repression, might well bring another reading to tie&t. In his essay
‘Negation’, Freud states that “the content of aresped image or idea can
make its way into consciousness, on condition ithatnegated...]To negate
something in a judgement is, at bottom, to sayisTiB something which |
should prefer to repress!” A negative judgemerthésintellectual substitute for
repression; its ‘no’ is the hallmark of repressiamertificate of origin — like,
let us say, ‘Made in Germany™ (1995, 666-9). If falow this reasoning it
would follow that when Stevens says “it is not foe to suggest that | am
worthy of ever being placed alongside the likegh&f ‘great’ butlers (1996,
114), he is in fact repressing his belief he dodged consider himself worthy.
When he comments on the mistakes he has been makiley his employer by
saying “there is no reason to believe them to pessof anything more sinister
than a staff shortage” (1996, 149) he is in fapressing that very idea. The
negations therefore contribute to creating not §impcharacter who represses
his emotions, but also someone who denies thestate of things. In all the
examples studied so far, then, there is deviantenbt from the norm of
Standard English. The mind style of Stevens, wihil®syncratic, is not
mentally abnormal.

What then of the mind style of authors? Why hag tlmmain been
neglected? The most probable answer to this quesithat it is not always
easy to distinguish between the two notions ofesgniid mind style. Are they
one and the same thing? In what follows, | seeldla@monstrate that they are
not.

A mind style, according to Fowler (1977) is a cuatively consistent
pattern of linguistic choice that reflects a specihental state and way of
seeing reality. He argues that mind style impli€perspective on the topics
treated” and portrays “the set of values, or bdieftem, communicated by the
language of the text” (1996, 165). Style, on theeohand, need not necessarily
reflect a specific way of viewing reality, everviry often the two overlaplo
demonstrate this point, | will examine use of ggrgrammatical structures
if, in Flannery O’Connor’s short stories. On one lewe might simply want to
follow the literary critic Kessler who sees the wses if as a typical trait of
her writing, calling it “O’Connor’s poetic signatir (1986, 15). However, it is
equally possible to interpret O’Connor’'s use efifias being fundamentally
linked to her own vision of the world and as cdmiting to the creation of her
mind style.

Two keywords in O'Connor’s fiction areysteryand revelation Her
fiction is deeply informed by her Catholic faitmdaher essays reveal how she
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struggled with the desire as a Catholic writerreveal as much of the mystery
of existence as possible” (1969, 98), while atgame time writing about “the
concrete world of sense experience” (1969, 94)hén essays, there is no
ambivalence, no hedging, when she writes “l seenftbe standpoint of
Christian orthodoxy. This means that for me the mvegof life is centered on
our redemption by Christ and what | see in the evdrkee in its relation to
that"(1969, 32). But in the short stories, shelig@ aware that she cannot
force this way of apprehending the world on hedeza“When | write a novel
in which the central action is a baptism, | am vergll aware that for a
majority of my readers, baptism is a meaningletss (L1969, 162). One of the
ways she is able to communicate the “mystery afterice” as a possibility to
the reader is through her consistent use of thepacative structuras if.

From a grammatical point of view, the comparatitreicture as if both
equates or identifies two terms, through the usespfwhile introducing a
hypothesis withif. One of the characteristics of this structure hat tthe
hypothesis invoked may be known to be false, bubiher occasions it can
express genuine doubt and even introduce an dvanistlater confirmed to be
true. The first use ds ifis illustrated by the following:

“Hiram pulled Bailey up by the arm as if he wereisti#sg an old man” (1990, 128).

Within the context of the short story, Bailey igatly not an old man.
The second use @af ifis illustrated by the following:

A car some distance away on top of a hill, comitmyvk/ as if the occupants were
watching them” (1990, 125).

At this point in the story, “A Good Man is Hard kind”, there is no way
of telling whether the occupants of the car aree#awl watching the
grandmother and family or not. Unlike the first tptoon, where it would not
be possible to envisage terminating the sententte ‘which indeed he was”,
in this instance we could imagine either of théofeing endings:

[...] coming slowly as if the occupants were watchthem, which indeed they were
[...] coming slowly as if the occupants were wachthem, which they weren'’t

It is only later in the story that we discover ttiz¢ three men in the car
were in fact watching the family. The extent to g¥hihe first statement may
be identified with the hypothesis as being truenot will depend on several
factors including the reader’s interpretation of tinformation in the
subordinate clause, and also how that informataates to the context of the
story itself. The use ddis if is thus a means of generating diverse meanings,
of opening up different possibilities, and of irduwing an idea without
necessarily asserting it. Within O’Connor’s shddries the structure enables
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the narrator to suggest characters’ motives witlhheessarily asserting them,
leaving it to the reader to infer:

He put on his black hat and looked up suddenlytaed away deep into the woods as if
he were embarrassed again (1990, 129)

Norton turned what was left of the cake over diho longer wanted it. (1990, 447)

More importantly, when moments of revelation do wcn the short
stories, when characters are on the brink of gnasphe final mystery,
O’Connor resorts to using an indeterminason(¢ and as if, rather than
making an assertion. In “The Artificial Negro” wead for example:

They stood gazing at the artificial Negro as ifythreere faced with some great mystery,
some monument to another’s victory that broughtrthegether in their common defeat.
They could both feel it dissolving like an actioineercy. (1990, 269)

This comparative structure is also used to sugdpsdtordinary prosaic
elements may have symbolic significance. The pdacioc“The Displaced
Person” takes on possible biblical symbolism thiotige use oés if

The peacock stood still as if he had just come déram the sun-drenched hill to be a
vision for them all. (1990, 198)

It is up to the reader to make the connection iatfbint as the biblical
reference is only clearly given some eight pages lahen the priest sees the
peacock raise its tail again: “The Transfiguratjdre murmured.” (1990, 226).
A similar refusal to impose a Christian readingewénts is to be found at the
end of “A Good Man is Hard to Find” where we redté Misfit sprang back
as if a snake had bitten him” (1990, 132). In hemespondence, O’Connor
writes of this story and of the role of the grandnen that “it's a moment of
grace for her anyway-a silly old woman-but it ledds to shoot her. This
moment of grace excites the devil to frenzy” (197A%3). The biblical
reference here is clearly stated. But in the storly itself, the reference to the
Garden of Eden is tentative as the comparison iteglgitten by a snake can
also be read at face value, as a simple reactigelbtlefence. One of the roles
of as if then is to allow O’Connor to introduce the notioh mystery of
existence as a possibility, as one way of undedgtgrevents, which the reader
would, in all likelihood, reject if it were assedteather than suggested. Rather
than assert Christian dogma, she chooses to ofgirdual interpretation of
events as one possible interpretation. As sucls, gnammatical structure
reveals her set of values and beliefs, and isgsdrér authorial mind style.

The other problem created by much of the analyigbaormal mind
styles, that | now address, is that all too oftka individual's conceptual
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framework has been focused upon, without due adtertieing paid to the
image that the speaker has of his/her addresseeitvalt taking into account
the socio-cultural framework.

In examples of first-person narration, the addregdays an important
role in the creation of the narrator's mind stylbe “you” may be a fictional
construct but its presence will necessarily infeeethe choice of structures and
thought patterns. Just as a character's mind shdg be created through
dialogue or narration so, too, it is revealed ie tway s/he addresses the
fictional addressee. In the novelldhe Loneliness of the Long-Distance
Runner the main protagonist, Smith, is continually addieg a “you” who is
never clearly identified, but against whom Smitlsifons and defines himself:
“In-law blokes like you and them” (1994, 10) on ivee hand, and someone to
instruct and inform, on the other: “you’re wrongdalril tell you why” (1994,
8). In similar fashion Stevens, ifhe Remains of the Daddresses a person
who at times appears to be a younger colleagueatiothers, someone in a
position of power and authority, comparable to L&arlington. It is during
these passages that Stevens often expresses higsnopn matters and even
tries to analyze his motivations.

It is on occasions such as these, when the firsopenarrators “speak”
to their addressees, that some of the most strildatures of their mind-style
are revealed. Take for instance the following pgssawhen Stevens
remembers the night his father died and the prafieakpressures he faced in
looking after Lord Darlington’s guests:

Even so if you consider the pressures contingermerthat night, you may not think |
delude myself unduly if | go so far as to suggkat t did perhaps display, in the face of
everything, at least to some modest degree a fjigmiorthy of someone like Mr
Marshall — or come to that, my father. (1996, 114)

The combination of negation, modality and adverbsiegree reveal
both Stevens’s inability to express his true fegdimnd his unreliability as a
narrator. The only time the verb “delude” is usadhe novel occurs at this
point, but it is highlighted by the repetition afrdar phonemes iifun)duly.

The socio-cultural framework also plays a roleri@ating the mind style
of a character. As Flannery O’Connor remarks:

An idiom characterizes a society, and when you rigrtbe idiom, you are very likely
ignoring the whole social fabric that could makenaaningful character. You can't cut
characters off from their society and say much alioem as individuals. You can't say
anything meaningful about the mystery of a persgnahless you put that personality in
a believable and significant social context (1956%)
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In The Loneliness of the Long-Distance Runiters very tempting to
simply focus on the main character's mind styleaagery individualistic way
of expressing himself. Smith’s frequent use of dficourse to be expected in a
novella told in the first person, But to fully undtand his use of pronouns, we
need to understand how he positions himself inioglado society in general.
His whole outlook on events and the world in gehésa refusal to conform to
those in power, and this informs his linguistic icles. His refusal to use the
first person plural “we” is but one illustration tfis, and it plays a central role
in demarcating himself from those in authority wdloways useave As he says
“They always say “We’ ‘We’, never ‘I' ‘I' —as if hey feel braver and righter
knowing there’s a lot of them against only one”94932). Indeed, Smith’s
idiolect with its regionalisms and inconsistent nstandard forms is less
a reflection of his social standing than a way drking him apart from
the powers that be. He sees authority as a theedtist individuality, and
independence. So he attempts at every turn totasiseself and just as he
refuses to win the race so he refuses to be subsete the rules of Standard
English.

This refusal to obey conventional codes and stalsdiarreflected in his
reworking of old clichés, the way he coins compausdch as “lace-curtain
lungs” (1994, 39), “jumped-up jackdaws”, “cutballedckerel” (1994, 19) and
deviates with unusual collocations “varicose beakst (1994, 39). All
authority is a threat for Smith — whether that e police, the Borstal governor
or Standard English itself. So unlike Lok or Berfynith’s linguistic creativity
is voluntary. He takes pleasure in alliterative bamations such as “plush posh
seat” (1994, 20) or “gangrened gaffer” (1994, 48)tash-twitching” (1994,
13). He even reinterprets the semantic value ofds/@s in his reflection on
what it means to be honest “I know what honest meacording to me and he
only knows what it means according to him” (1994).1Such reasoning
challenges the definition that might be found irdiationary, the ultimate
authority. His language then reflects the way hes g¢he world in terms of “us
and them”. It is impossible to focus on his indivédl mind style without taking
into account the sociocultural context whereby &ings himself.

If we take the example again of Stevenfamains of the Dayhen part
of the deviance to be found in Stevens’ languagwisieviance from Standard
English, or semantic deviation, but deviance wiih fosition in society. In
other words, what is striking in the way he dessilevents and reveals his
thoughts is the fact that his language does nallyatorrespond with the image
that the reader has of a butler (although it cdod argued that he does
resemble a Jeeves-like figure). His use of Englsf,complicated syntax is
foregrounded because it does not conform to whetdhder might expect of a
butler, just as it strikes a contrast with the miofermal English of his upper-
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class employers. His choice of Latinate vocabul@ingplement ascertain
remuneration commenckg of verbs created from nounthi§ is evidenced by
the fact to depart the room), of complex prepositiodsg to the fact thatare
all examples of this idiosyncracy, as is his petibn for the pronoun “one”
which is so frequently used that it sounds stilted:

It is just that one never know when one might bégel to give out that one is from
Darlington Hall, and it is important that one bé&ratl at such times in a manner worthy
of one’s position (1996, 11)

Indeed nothing could be further from the registeediby his American
employer Mr Lewis, but even Lord Darlington himsees a less elevated
register than Stevens. On inquiring whether theatioa of two dismissed
Jewish maids might still be discovered, Lord Dayon remarks “l suppose
there’s no way of tracing them” Stevens’'s rephmgsofi the sentence is a
masterpiece of circumlocution: “I am not at all te@r it will be possible to
ascertain their whereabouts at this stage” (1998).His circumlocutions are
underlined by other characters indicating theiomprehension ‘What do you
mean, butler?’ asks Monsieur Dupont when Steveliosns him “assistance is
not immediately available at this precise momerit996, 111). There is
deviation here, but it is deviation within a socitharal context, and not the
sign of an “abnormal” frame of mind. In a totallyffdrent novel, characters
from the upper-class might well express themselvéisis manner.

To conclude, rather than focus solely on the refstiip between mind
style and an individual cognitive state and, moegpto take this relationship
as a given, | suggest that is necessary to takeaittount two other important
factors in the relationship: the sociocultural estitand the addressee. The
following diagram represents the interaction betw#ee various factors that
constitute any mind style:

socio-cultural addressee
context <

v

.4

individual
cognitive state
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In the centre of the diagram is mind-style itsat, abstract concept that
both creates, and is created, by three factorsndimidual cognitive state, a
socio-cultural context and an addressee. The oekttip between all three is a
dynamic one, illustrated in the diagram by the weoln other words, an
individual cognitive state will both create its aessee, just as it is in turn
created by its addressee. In turn it creates armtegted by a sociocultural
context. If all three factors are taken into acdpthen the concept of deviance
is no longer limited to abnormal minds, but carodle conceived as deviance
in relation to a sociocultural context and/or tkpextations of the reader.
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THE MEANING OF CONCESSIVE CLAUSES
IN JIM HARRISON'S WORK:
A GRAMMATICAL READING OF MIND STYLE

ClaraMallier
Université Michel de Montaigne Bordeaux 3

Résumé: A travers une étude de cas ('emploi des prdjmrs concessives dans I'ceuvre de Jim
Harrison), cet article aborde sous un angle gramealate phénoméne de « mind style »,
montrant que la singularité d’une vison du mondet géncarner dans des choix grammaticaux
aussi bien que dans des préférences sémantiquesicales.

Mots-clés stylistique, linguistique énonciative, Jim Haoms mind style.

The notion of “mind style”, presented by Geoffregdch and Michael
Short in Style in Fiction(1981) after its introduction by Roger Fowler in
Linguistics and the Nov¢l977), has been explored substantially over tls¢ pa
decades. In her article published in this volurmiada Pilliere observes that the
notion was originally “far more comprehensive than recent studies on mind-
style might suggest.” (p. 69) Indeed, mind styleften approached through the
prism of texts which represent “abnormal” worldveewith linguistic evidence
of psychological disorder, impairment of mentaluities etc.), leaving aside
less deviant forms of idiosyncrasy, perhaps bectngselinguistic manifestations
are more elusive. In this article, | would likeaddress a second aspect of the
notion of mind style which has been comparativelgrtooked, for reasons
which may be similar to the first: while the advesft cognitive poetics in
recent years has resulted in a particularly stitmgeexploration of the lexical /
semantic side of mind style, with new conceptualgsuch as the study of
schemas or frames and the use of Cognitive Metatitemry (see Semino,
2007), the grammatical component of mind style ékdted less attention.
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Leech and Short’s definition of the notion doescifgethat “mind style [can]
be observed through formal construction of languagderms of [both]
grammar and lexis” (Leech and Short 1981, 151)tlhetconnection between
grammar and meaning (as well as between grammapsyahology) is more
elusive, more difficult to grasp than the connetti@tween meaning and such
linguistic features as lexical choices or the ufemetaphors. Nevertheless,
grammatical preferences are useful indicators efsingular world view of a
given individual, not only in cases of extreme “@dexe” from the norfy but
also in the manifestation of simple, idiosyncrgiieferences. To explore the
link between Harrisons’s narrators’ grammaticalicke — be they conscious or
unconscious — and their mental processes in theeptecase study, | will
borrow tools from a French branch of linguisticsos® theoretical framework
was set by Antoine Culioli, namely the Theory ofuBniative Operations.
Enunciative (or “utterer-centered”) linguistics orers the mental “operations”
of which speech is the surface manifestation; otu§ on the enunciator, or
speaker, makes it a particularly effective theanyldroaching the phenomenon
of mind style, as it tries to bring to light thaki between grammatical surface
and hidden, implicit psychological mechanisms. Heneot the place to present
the global theoretical framework of enunciativeglirstics as my analysis will
bear on a single grammatical trait, namely theaismncessive clauses by the
North-American writer Jim Harrison, in order to dh&ght on the mental
processes involved in it and to clarify the pragmaelationship which it
creates with the implied readen will focus on Harrison’s fictional prose,
leaving aside his essays and poems, and for pumbsarity and comparison,
will deal exclusively with clauses which are intumgd by the conjunction
THOUGH?. Since the abundance of concessive clauses issastent trait of
Harrison’s writing, the style | will address is thathor’s, but thenind stylel
will be exploring is that of his narrators; | withainly deal with characteristics
that are shared by them all, but | will also poinit occasional variations
between them.
*

The use of concessive clauses by Jim Harrisorsaliant feature of the

author’s style, for two reasons at least: becatisheir frequency in his work,

1 For remarks on the grammatical expression of resitand psychosis by a linguist and psychoanalyst,

see Danon-Boileau (1987).

For a presentation in English of the Theory of kgiative Operations following the theoretical
framework established by Antoine Culioli, see Barsa, Chuquet and Danon-Boileau (1992).

For a comparative study of the psychological maeigmas involved in the uses oHBUGH, ALTHOUGH
and ABEIT in Dalva, see Mallier (2006), and for remarks on OF COURSEhe same novel, see
Mallier (2008).

82



The Meaning of Concessive Clauses in Jim Harrisevicsk: a Grammatical Reading of Mind Style

and because they are in most cases post-posedleniis them a distinctive
quality, for they seem to constitute an afterthdughs can be observed in the
following examples:

Her voice is no longer dry and fatigugdough | worry a bit that this is a vaguely manic
phase that the family is susceptible [@alva, 18)4
*

You see less in the natural world with a dog altraugh they alert you by their scenting
abilities to what you’re not going to sg@he Road Home399)

I might have been able to let off some stehough | doubt it(“The Man Who Gave Up
His Name”,Legends of the FallL23)

*
Everyone on earth had a different texture of vaiod appearance and despite the joking

comments of his friends all girls seemed to be higtdifferent from one anothéhough
boys seemed less.gbTracking”, The Summer He Didn’t Di204)

*
If you go outside in a relatively unpopulated agga are immediately a little less
claustrophobicthough, of course, there are no miracles because garry your

civilization in your head(“The Beast God Forgot to InvenfThe Beast God Forgot to
Invent 60)

*
The child’s refusal to accept confusion in his pésklives is a good protective measure.
At that age parents are still gati®ugh growing smaller by the yedfrue North 21)

*

Ante-posed concessive clauses, on the other hemdyiech less frequent
in Harrison’s works, though examples of them camooed as well:

Nordstrom said her concern was nonsense tandgh he found the whole notion
appalling he guessed that it was probably true. (“The MaroVW#ave up His Name”,
Legends of the FallL48)

*

She lost her taste for heavy drinking and pill gogpandthough she was still a little
fragile mentallyshe had become pleasantly human rather than ottosé upper-class
Judy Garlands.True North 127)

4 The emphasis is mine in this quotation and ttloaefollow.
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When it was over | had nothing left about which ¢ivaw conclusions. My
incomprehension was total. She was here and themvabn’t andhough | understood
the biological fact of deatthe whole ballooned outward from the mute sumhefgarts.
(True North 117)

The question which needs addressing is whethedifference between
ante-posed and post-posed concessive clausesdly pumatter of sentence
rhythm, or whether it reflects a difference in miegras well. The question has
elicited different answers from different schoofggeammarians. According to
Quirk et al, the order of clauses — or more precisely, whigluse is made
subordinate — generally has no impact on the mganfithe sentence:

Concessive clauses indicate that the situation & riatrix clause is contrary to
expectation in the light of what is said in the cessive clause. In consequence of the
mutuality, it is often purely a matter of choiceiglhclause is made subordinate. (Quirk
et al. 1985, 1097)

Quirk et al. posit a “mutuality”, or reversibility in the relahship
between the two clauses, though the authors lemra for possible exceptions
by qualifying their statement with the adverb “ofte However, it seems
difficult to find examples where “which clause iade subordinate” is really a
matter of choice. For instance, the following gstaet, “I'm quite happy
though | may have to move after all these yedpala, 3) cannot be reversed
into: “Though I'm quite happy, | may have to movigea all these years”; the
meaning of the sentence would be profoundly alteréda concessive
relationship entails that one clause is “contraryexpectation” in the light of
what is said in the other, it does matter whiclustais the starting point of the
expectation that is thus invalidated. One mighkhhowever, that therderin
which the two clauses appear is a matter of chéioe.instance, the sentence
guoted above, “I'm quite happy though | may haventove after all these
years” could be rephrased as “Though | may havadee after all these years,
I’'m quite happy”; the meaning of the sentence waudd be radically altered,
although there would still be a small differencdtesend focus of the sentence
would not bear on the duration of the narratoréy sh her home anymore, but
on her relative happiness instead. One might coedloat whereas it obviously
matters which clause is made subordinate, it do¢gapparently) matter so
much which clause comes first in the statement.t ikandeed how the
enunciative linguist Catherine Filippi understatiols remark made in Quirdt
al. (Filippi 1998, 27-28). And yet, in numerous cashat second assertion can
be challenged too. Indeed, the order of clausesnofiirectly affects the
meaning of the sentence and it seems that the mischalescribed in Quirk
(“the situation in the matrix clause is contraryepectation in the light of
what is said in the concessive clause”) partly ddpeon the order in which the
clauses appear.
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() When the concessive clause is ante-postite expectation unguestionably
stems from it, as is apparent in this example fiatva:

| intended to call a friend in the athletic depatat Stanford whahough he enters
Ironmen contestgrinks a great deal of beeR4dlva, 129)

It is obvious here that the expectation derivesnfitbe subordinate clause (a
man who enters Ironmen contests is expected to aawsy healthy lifestyle),
and is invalidated by the main clause (this paldicundividual, however,
drinks a great deal of beer).

(I When the concessive clause is post-posémwever, the expectation
does not always derive from the subordinate clatibere are indeed two
possibilities:

(i) either the expectation implicit in the concesstlause does start from the subordinate
clause, in spite of the latter being post-posedytiith case the mechanism is close to the
one we just analyzed: in the sentence “The stwwete partly drifted over and no one
was aroundhough it was noah (Dalva, 47), the inference starts from the subordinate
clause even if the latter is post-posed; the paeegehcould be: [it was noon, so one might
have expected the streets to be busy, but actibaig was no one around].

(i) But a second possibility (which is the most coon case when a concessive clause is
post-posed) is that the expectation can derive fittanmatrix clause itself. Such is the
case in this example from the third-person autaipigical narrative “Tracking™The
novel was immediately accepted so now he was alisbtleough the ego was restrained
remembering his father’'s admonition that the artsem& an entitiement that separated
one from the social contratt{The Summer He Didn’t Di235) The expectation that is
invalidated stems from the consecutive clause eddmkdh the matrix clause, “so now he
was a novelist”: [he was a novelist, so he mightehhad an inflated sense of his own
importance, but actually his ego was restrainedibyather's words]. The mechanism at
work here is different from that described in Quetlal: it is not that “the situation in the
matrix clause is contrary to expectation in théndigf what is said in the concessive
clause”, but conversely that “the situation in thabordinateclause is contrary to
expectation in the light of what is said in tinatrix clause.”

It appears that there are two different types ohomssive clauses,
depending on where the expectation starts from.diffierence which needs to
be emphasized is thus not so much the differentveclea ante-posed and post-
posed concessive clauses as the difference betweerssive clauses in which
the invalidated expectation is triggered by theosdimate clausey], and those
in which the expectation is triggered by the mattause X). This fundamental
distinction was first brought to light by Grahamrigar, an enunciative linguist
who named the first type of clauses “Standard @siee clauses” (henceforward
called SCCs), and the second type “Rectifying cesige clauses” (RCCs)
SCCs are the most common form of concessive claudesh is why Ranger

5 See Ranger (1998, 35-36).
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calls them “standard”, and indeed they correspanthé definition given in
Quirk et al; they are in most cases ante-posed, but caniooedly be post-
posed as well. Rectifying clauses, on the othedhare thus named because
they seem to bring a correction, a “rectificatiadn”the statement made in the
matrix clause. For this reason, they are alway$ posed.

Thus, whereas ante-posed concessive clauses agsattandard, post-
posed clauses can be either standard or rectiflitgrestingly, some cases of
post-posed clauses are ambiguous that is to say, they can be interpreted
either as standard or as rectifying. In such cabesmeaning of the sentence
will vary according to the interpretation that isude. Here is an example from
True North

He said he didn't like the way my parents lookedhiat though they were polité¢True
North, 79)

This sentence can be interpreted in two differeayswv If the expectation is
understood to start from the matrix clause, theoslihate clause comes as a
rectification: although the subject “he” (a chaeactalled Glenn) dislikes the
way the narrator’'s parents looked at him, he ackedges their having been
polite to him, which somewhat lessens his entitletmrie feel offended. If,
however, the expectation is understood to starnhftbe subordinate clause,
then it is the content of the matrix clause that$serted more firmly: the
narrator’'s parents may well have been polite, Glatiihresents the way they
looked at him (this interpretation would be certiitne subordinator wasven
though. The emphasis is almost the opposite from thandoin the first
interpretation. The same double reading can beieappd a number of post-
posed concessive clauses whose nature remains woubjgsuch as this
example fronDalva:

I think the car hastened the death of my grandfatimigh he tried to absolve me of this
notion on his deathbed@Dalva, 65)

Again, the sentence can be interpreted in two miffeways: either as an SCC
[my grandfather tried to absolve me of the notibattmy driving a car
hastened his death, so one might think | didn’t &elty, but | still think the
two events were relatgdor as an RCC [l think my driving a car hastemey
grandfather’'s death, so one might think he expresksapproval / gave me
some reason to think sbut actually he tried to free me of this feelingyafit
on his deathbgd Again, the emphasis is placed on two almost sjgegoints
in the two interpretations. The shift in meaningween the two types of
clauses evokes the shift in interpretation oneesgrerience when looking at a
Necker cube:
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In this famous experiment, depending on which ®kitds is seen as closer to
the viewer, the cube can be construed from twefit points of view: either
as from right-and-above, or from left-and-below.ri@an narratologist Manfred
Jahn, who used the Necker cube as a metaphor tairexjpgnitive processes
involved in reading, remarks that “whichever intetption is initially chosen
— though (i) [i.e. from right-and-above] is the mdikely candidate — after a
while the mind somehow tires of it and spontangopsésents the other one.
Among other things, a Necker cube illustrates ttmhpeting interpretations
(especially those that involve a change in pointieW) tend to get blocked.”
(Jahn 1997, 458) In other words, the competingrpnétations cannot occur
simultaneously, but only successively: similarlyyeocannot interpret an
ambiguous concessive clause simultaneously ashdssthand as a rectifying
clause; one can only shift from one version to ttieer, experiencing the
correlative change in meaning.

That being said, most post-posed concessive clamddarrison’s work
are not ambiguous but indisputably rectifying. Tisisometimes made clear by
the presence of the locution “in fact”, or “of ceaf following the conjunction:

“Your father was only good at war, do you know thatfter that he mostly spent
money.” | noddedhough in fact my father never mentioned World Wand belonged
to no veteran’s organizations . (True North 61-62)

*

| had loathedCatcher in the Rythinking the hero to be a winthough, of course, it was
the insufferable resemblance of my character tdbisever slight(True North 79)

Another unmistakable sign that a post-posed coneestause is rectifying is
the presence of a comma before the conjunction:

Bay Mills wasn't that far out of the wathough | was anxious to get to East Lansing to
see Polly (True North 93)
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*

We want to keep our wounds as lucidly unique asiptes though sitting there on the
beach | began to see it as a vain eff¢frue North 160)

*

He fashioned himself without superstition or imagian, though mostly because people
always told him he was without eith€fThe Man Who Gave Up His Namd egends of
the Fall, 126)

*

The music seemed to go with the wordless, verblessensity of the ocean thought
B.D., though not in that specific languagg€Westward Ho”, The Beast God Forgot to
Invent 122)

In all these examples, the concessive clause camteepreted only as
rectifying (i.e., the expectation which is invalidd starts from the main
clause): there is no ambiguity. The comma indicatgguse in the thinking
process; the subordinate clausg) (comes as an afterthought which
retroactively narrows or restricts the validitytbE main clausex]. In a post-
posed standard clause, on the other hand, thdéditween the main clause and
the subordinate one is made earlier in the enwrtsatind: it is present from
the moment when s/he utters the main clause.

The prevalence of post-posed concessive clausksirinson’s work is
thus also a prevalence of rectifying clauses, dedpe rare cases when a post-
posed clause is standard, or ambigfotise enunciative distinction established by
Graham Ranger can help us understand the meaningawfson’'s use of
concessive clauses, and of the predominance of RE€&sSCCs in his work.
Indeed, the distinction between SCCs and RCCs Ietkat the two types of
clauses imply a different relationship between emtor and co-enunciator, or
more simply between the addressor and the (re&irtual) addressé€e The
pragmatic relationship at work between the addreasd the addressee in an
SCC could be paraphrased as follows: [althoughgrau/might infer frony
that x is not the case, | strongly affirm thatis the case nonetheless]. The
addressor anticipates and contradicts an expectttat the addressee might
have, which might seem incompatible within other words, he forestalls a
possible objection; that is why Catherine Filippisidescribed the relationship
implicit in such statements as “adversative” rattiem yielding, adding that
the enunciator defines him- or herself as the “spditable master of

6 For a statistical count of the different typegohcessive clauses Dalva, see Mallier (2006).

7 According to Antoine Culioli, speech builds nothyan image of the enunciator, but also an image of
the addressee — which is why the latter is oftérmed to as the “co-enunciator”. (Culioli 1985, 62
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interpretations®. He does not so muajrant something to the addressee as

deny the possible implications gf however logical they might seem. The
mental operation that underlies rectifying clauisesntirely different; it could
be paraphrased thus: [I affirg) but then, to be precise / accurate / honest,
have to add that (which is apparently contradictory with is also true]. RCCs
thus constitute a real “concession”. The psychinavement here is one of
restriction (of the validity ofx) or integration (of y), not of rejection: the
addressor corrects, qualifies his statement andnatodates what Ranger
calls a “deleterious factor” (Ranger 1998, 46),remkledging the relativity of
the opinion expressed i

This can be related to a general outlook on lifed gragmatic
relationship to the implied reader, in Harrison'srlv Standard concessive
clauses have the effect of reinforcing the enuncwtpoint of view, of
strengthening his assertions by sweeping away tatabjections. RCCs are
very different: they express a correction, a gigatfon of the assertion present
in the main clause; the enunciator acknowledges hisgher viewpoint was
partially incorrect, or incomplete, and amendsTihe pragmatic attitude is
more humble than that involved in SCCs. Beyondrtpedsodic quality, the
frequency of RCCs thus reveals a readiness to adkdge one’s limitations, a
vigilance towards the ego’s natural tendency to twanwin arguments — a
tendency which Harrison mockingly diagnoses in leifis the autobiographical
third-person narrative “Tracking”, saying that ‘ih]willful but subdued
arrogance puzzled him and it was impossible ndtdat it comically.” The
Summer He Didn’t Die248). He often cautions his alter ego against lsubri
“Sometimes his sense of his own limits became admny, so obvious that the
concomitant humility made him mute and the ideapérating a small-town
gas station seemed attractive. Of course he realiben he reached sixty that
it was far too late not to run out your strinfhinking you could become
something else was another case of hub(iBhe Summer He Didn’'t Di262)
Such caution is correlated to a feeling of poweriess at deciphering the
puzzle of existence: reporting a moment of intraspe during a flight,
Harrison describes himself as “in the middle of thied ground of being as it
is though it was a landscape of question markshe Summer He Didn’t Dje
234) Here, a rectifying concessive clause is diyeagsociated with the theme
of personal humility in the face of metaphysicauiss. Harrison also says of
himself that “[his] nomadic habits had begun tseamore questions than they
resolved” (256), and that “[iJn Brazil it finallytigick him very hard that we live
and die without a firm clue.” (258)

8 Filippi (1998, 30 and 32).
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However, despite its daunting aspect, the unfathdenaystery of life is
also attractive: Paul, Dalva’s uncle (who is onetloé several first-person
narrators of the sequel tDalva, The Road Home declares: “There is a
mystery underfoot that is largely ignored becatse largely invisible. Ergo, |
became a geologist. The Road Home34) The distrust towards delusions of
personal grandeur is not only a source of anxietyafflement; it is also
correlated to a feeling of wonder at the majestyhefuniverse, and a constant
relativization of man’s importance in the vastnedsthe cosmos. Dalva
expresses it in the following way:

Now on the porch it was as if there was too mugjger in the green air of June, and the
son had doubtless driven down this road, perhapscgt through the porch screen to see
Naomi sitting here talking to the dead in the emgnit was too large to be understood, it
was not meant to be understood except to sense mgevitavas as if we were particles
of our own universe, each of us a part of a moreniate constellation. The reach from
the porch to three crows sleeping in a dead cott@tdvown the road was infinite. So
were father, mother, son and daughter, lover, harss dog (Dalva, 281)

The other first-person narrator of the novel, Meha&onstitutes an exception
to this rule: he is self-centered, has a strongeafi intellectual superiority,
and explicitty comments on the fact that he calévaothers to challenge his
perception of the world because his need for stabilould be shaken —
especially when he deems them to be irrationak aften the case with Dalva
herself:

For some reason | mentioned the Nez Percé studeheaock pile in my dream. . . .

“That's an interesting dream,” she said. “Maybe atine are in the nature of the
landscape? When | was in England and France | drefkmights and warhorses and |
never do in America. In Arizona | dreamt of meloatghes trailing all the way from
Oraibi down the Sierra Madre in Mexico, which isesd they think the Hopis came
from. Here | dream a lot about animals and Indiansg, | never did in Santa Monica.

This threatened my scholarly integrity so | madspaech right there in the hot, muggy
schoolyard, beginning with Freudisterpretation of Dreamswith sidetracks into Otto
Rank and Karen Horney. In the interest of winning pleint | overlooked those irrational
mushmouths Carl Jung and his contemporary campwetlo James Hillman. She
laughed when | began to pound an imaginary lec{&alva, 122)

Revealingly, though rectifying clauses still predoate in Michael's narrative,
he uses a significantly higher proportion of staddeoncessive clauses than
Dalva herself, whose personality is the exact oppad Michael's in many
ways. Thus, beyond the abundance of RCCs whiclsadient and recognizable
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feature of the author’s style, there is a variatietween the mind styles of the
two first-person narrators, which becomes a swdddment of characterizatiéin

Far from being only a matter of prosody, the useeofifying concessive
clauses thus reveals a readiness of most of Haisis@rrators to acknowledge
the limitations of their thinking and their statem®& a humble perception of
their position in the universe, an awareness df th&ing related to the whole
of mankind. Dalva thus declares that “of coursaghe something absurdly
nonunique in a sixteen-year-old girl wandering abthe fields, windbreaks,
and creeks thinking about God, sex, and love, #oeivm of the babyT{alva,
53) while her mother, Naomi, affirms in the novdiieh is the sequel tDalva
“as you grow older you tend to slowly recognizettyau are less unique than
you thought you were earlier in life.The Road Home02)

Harrison’s use of concessive clauses is a linguistanifestation of a
particular perception of the world, a position afnhility in which the
individual is always conscious of belonging to stmreg larger than him- or
herself. The author cultivates narrators who ackedge that the universe is
much too vast and complex to be comprehended aderstood by any given
individual. This goes along with a number of otl@raracteristics of his
writing, which share the property of steering cle&rexcessive assertions, of
privileging nuance and subtlety, of distrusting thiéation of the ego and its
feeling of uniqguened& The author’s style is thus consonant with thet@atnof
his works, and supports his representation ofdbethat men’s all too frequent
sentiment of self-importance is belittled by thegmi&ude of the cosmés

*

Understanding what is at stake in Harrison’s useooicessive clauses at
an enunciative level enables us to make a conmett@ween the author’s
linguistic style and his personal metaphysics, ltows how his fundamental
ethosand his relationship to the world are expressedutih his syntactical
choices. The singularity of a world view can thesfelt not only through the
semantic preferences of a speaker, but also thrbigjher use of grammar.
This can be applied to numerous other grammatibenpmena than the one
example analyzed here — indeed, every part of Bpsethe manifestation of
mental operations which can be “unearthed” andetated to the idiosyncrasy
of the mind which created them. Such an approaatdazertainly be related to
semantic and cognitive studies of the phenomenominfl style, creating a
useful synergy of interpretations.

9 For a statistical approach and interpretatiorthef differences between the ratio of concessive and
rectifying clauses in the narratives of both Dedwa Michael, see Mallier (2006).

10 Foran analysis of several such stylistic trages Blallier (2008).
11 Fora study of Harrisons'’s singular treatmemaiins in relation to this theme, see Mallier (2012)
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IS STYLE IN SHORT FICTION DIFFERENT
FROM STYLE IN LONG FICTION?

Michael Toolan
University of Birmingham, U.K.

Résumé: Le style des fictions bréves est-il le méme gedi des fictions longues ? Plus
précisément, les nouvelles different-elles stylisment des romans (méme si on ne considére
que quelques types de nouvelles et quelques typesnthns et que I'écart soit plus une question
de degré que de nature) ? Dans le contexte d’'doqem sur le Style dans la Fiction, cet article
définit quelques traits spécifiques a la nouvateparticulier quand ils different de ceux que I'on
observe dans le roman. L'article débute avec demplbes dans lesquels il est difficile d’observer
des différences notables entre nouvelles et ronlEngappelle ensuite quelques caractéristiques
généralement associées a la nouvelle. Enfin, mateése porte sur l'utilisation, dans certaines
nouvelles (mais pas, telle est ma thése, dansoteans) de ce que je nomme des passages de
Grande Implication Emotionnelle qui different dsteede la nouvelle d'un point de vue formel
et fonctionnel.

Mots-clés fiction bréve — fiction longue — émotions — genre

Where long fiction and short fiction styles do nosystematically diverge

What are the key features of style in fiction, adowy to Leech and
Short in their book of that name? The featureslsthgut in Chapter 3 include
lexical features, grammatical features, figurespdech etc., and cohesion and
context. It is doubtful that these are somehow isbastly or predictably more
(or less) prominent in long fiction than short iact. What then of Chapter 6,
which adopts and takes forward Roger Fowler’'s ideamind style’? That
notion is quite clear in the Leech and Short disitus it has been rendered
quite convoluted in some more recent treatmentshiast as its central and
powerfully simple idea the thesis that in some Eid narration—such as the
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Benjy-focalised opening section of Faulknefee Sound and the Fuwthe
style discloses the mind. Similarly, in Mark Had@oimhe Curious Incident of
the Dog in the Night-timenarrated by a boy who has Asperger's Syndrome,
the claim is that the marked and remarked-upor stiythis narration is as it is
because it purports to be a representation or ssjore of an autistic boy’s way
of thinking and interpreting. There is always asn@nt of virtuoso performance
on the part of the writer in these efforts, alorithvdoubts about good faith or
fair dealing (how can Mark Haddaeally know what goes on in the mind of
someone with autism?) and even about logicalityv(ban dribbling, moaning,
illiterate, virtually-languageless Benjy really leathe degree of comprehension
and orderliness, in sentences and paragraphs,thkabpening section of
Faulkner’s novel attributes to him?).

Caddy was walking. Then she was running, her bookshtswinging and jouncing
behind her.

"Hello, Benjy." Caddy said. She opened the gatecame in and stooped down. Caddy
smelled like leaves. "Did you come to meet me."sdid. "Did you come to meet Caddy.
What did you let him get his hands so cold for, ket "I told him to keep them in his
pockets." Versh said. "Holding on to that ahun gdate

These considerations in turn remind us of the pmaned fictionality
of mind style narration. No-one, as far as | kndwas attempted fictional
depiction, using mind-style narration, of histoticharacters like Wittgenstein,
Beethoven or Marie Curie, and one can see whytamriight be deterred.

Again, it seems unlikely that mind style will monaturally emerge in
novels than in short stories, even if the sheeerdgxbf the novel, and its
opportunities to depict several characters in sdepth, make a switching to a
mind style easier to accommodate. Chapters 7 afds8yle in Fictiondiscuss
the principles governing the rhetoric of literamxit (e.g., manipulation of
salience via changes in end-focus or subordinatéong iconicity) and of
literary discourse (e.g., the potentially multifggels of discourse structure, the
concepts of implied reader and author, the funatmprof irony, tone and
distance in discoursal point of view): again, theeems little reason to suppose
that these are qualitatively different in storikart in novels. In short, there are
plenty of dimensions of style in fiction, as suredyin Leech and Short’'s 1981
study, where one would have difficulty in maintaigi the claim that the
stylistician had to be sensitive to whether the texstudy were novel or story.
The partial exception | will shortly turn to is c&d by a functional/experiential
consideration that applies especially sharply ® short narrative form: the
imminence, from the outset, of the ending. But befdiscussing this stylistic
and textural exception in detail, some general ofag®ns about what
distinguishes the short story as a type of ficaoain order.
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What defines the short story?

A minimalist hypothesis would be to assert that shert story differs
from the novel essentially only in size or length,, in the number of words
used. Indeed if one adopted notional norms of s@Pp®dwords and 80,000
words respectively for story and novel, but allowéde deviations from those
standards, one might be able satisfactorily to #@tvast majority of stories
and novels into the two categories with few exaay®i The average story
length in Joyce’Dublinersis 5,000 words, while the length of Hertrait of
the Artist as a Young Mas 86,000 words approximately. And so on, for very
many 20" century stories and novels. | am inclined to $eestory: novel size
differential (here somewhat arbitrarily set at 11, which might reflect a
reading-time contrast of roughly one hour and s®teours, accompanied by
one drink by contrast with sixteen, suffering freypically one interruption in
the reading as against sixteen such; read typiadllpne sitting as against
sixteen for the novel; and so on.

Many other differences wholly depend from theséedint word-length
norms. But shortness is identificatory rather thafiormatively definitional.
We need to go back to Poe and his brilliant obgiEms, to begin to build an
informative description of the modern short story.

Were we called upon, however, to designate thatsctd composition which, next to
such a poem as we have suggested, should bektHalflemands of high genius—should
offer it the most advantageous field of exertion-sk@uld unhesitatingly speak of the
prose tale, as Mr. Hawthorne has here exemplifiedMie allude to the short prose
narrative, requiring from a half-hour to one or thours in its perusal. The ordinary
novel is objectionable, from its length, for reasaiready stated in substance. As it
cannot be read at one sitting, it deprives its#l;ourse, of the immense force derivable
from totality. Worldly interests intervening during the pauséperusal, modify, annul,
or counteract, in a greater or less degree, theesspns of the book. But simple
cessation in reading would, of itself, be suffitiém destroy the true unity. In the brief
tale, however, the author is enabled to carry befftliness of his intention, be it what it
may. During the hour of perusal the soul of thalegas at the writer's control.

If we combine Poe’s observations with some simpetjzal considerations,
we may reach the following interim conclusions:

« Short stories are mostly, and surely typicallydratone sitting.

« As a result, the reader who begins reading hasnd the completion of the reading in
a way that the reader who embarks on a novel doesimilarly have the novel's
ending in contemplation.

« A reader who has in mind the completion of the mgaf a story may extend that
completion-mindedness to their reading of the niaear text.
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« Thoughts about how a story will conclude may begughout the reading of the story,
more strongly an influence on that reader than #meyon someone reading a novel
(where these questions or pressures only fully takd as the final few dozen pages
are reached..)

« This extra focus, in the short story, on ‘negotigtthe end’, on getting from middle to
end, is purely a function of their brevity (in pager reading time), one-sitting,
integrated-compositional unity; but it feels difet from or more than a purely
practical inducement. The story genrehas developed effects, deviations, strategies,
for working with and against that beginning-mideied ‘unity of effect’ intensity that
the story form favours.

« In Gerlach’s words, “anticipation of the endind [issed to structure the whole” (3).

The reference in the final point above is to thekaaf John Gerlach, in
particular his 1985 study of the influence, on skeicture of the modern short
story, of the business of ending. Among other thiGgrlach itemizes some of
the main “signals of closure”. These include:

« solution of the central problerte.g., one faced by a character: once the prolidem
solved or the goal is reached, the reader feetsmtural’ sense that a termination is
reasonable)

¢ natural termination (the completion of an action which itself has aognised
beginning, middle and end: a journey, the writifgaobook, the construction of a
building, the conclusion of a meal;

« completion of antithesi§any opposition, often characterized by ironyattindicates
something has polarized into extremes” [10])

« manifestation of a mordl'the reader’s sense that a theme has emerge§)’ [12

« encapsulation(“a coda that distances the reader from the digrgltering the point of
view or summarizing the passing of time” [12])

But, it should be emphasized, these are more dfitgmals of closure
operating on the level ofarrative and do not guarantdbematicor heuristic
closure. The late Per Winther (2004: 63) gives wyamd examples, from
celebrated stories, where narrative closure doeemail thematic closure or
resolution: at the end of Melville’s “Bartleby th®crivener”, the reader
continues to ponder all the more why Bartleby i to participate in life,
beyond selective tasks of copying; and in Hemindsvatills like white
elephants”, the wait for the train comes to a ‘reltuend, but really nothing
concerning the proposed abortion or the couplelati@nship has been
resolved.

The distinct function and stylistic texture of HEI passages in stories
I will argue that one of the ways in which some (y means all)

modern and contemporary short stories differ frayets is in their inclusion
of what | will call a High Emotional Involvement &) passage. This HEI
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passage is stylistically distinct, and its ‘arragfi function reflects the
possibility that it is a necessary feature of satdries (but not, of course, a
sufficient one). In this large sub-group of modshort stories, crucial effects
are achieved by the inclusion of such a passagéexif which may be
epiphanic, or a turning-point, or involve some othkift to a level of greater
reader attention. When such a HEI passage ocd¢uends to be close to the
end of the text (for good narratological reasondréitentatively | suggest that
HEI passages of this kind are common and charatiteaf many short stories,
but rare and exceptional in novels, thus a geratife of (some) short stories.

HEI passages are distinctive in form as well aiiirction. On the basis
of an array of linguistic criteria (density of néiga, presence of projecting
evaluative mental process verbs li@e, knowand feel sentence-complexity;
semi-grammaticality; temporal marking; absolutefexie lexis; etc.) these
passages differ texturally from the grammar/texufréhe rest of the stories in
which they arise. They appear to have their owallgcammar, which helps to
induce the reader to recognize them as the crpeaisdages they are. Below, |
will attempt to show the relevance of ten identlfienguistic markers of HEI-
passage status, making reference to one story,é8pby Raymond Carver
(for discussions of HEI passages in other storigsAlice Munro and John
McGahern, see Busse et al. 2010, Toolan 2011, 2012)

Why such an HEI passage is (arguably) necessasgne short stories
relates to the very shortness of short fiction: fibet that it draws us into a
‘contractual’ relationship with a fairly elaboraggbrojected text-world and its
characters and their conditions of existeaecen asve very well know that this
world, this pageant, will soon depart. Our readifithe very opening lines of a
short story are shadowed by our awareness of étgthr its proximate ending,
in a way that is significantly different from ourientation as we embark on the
reading of a novel. In the latter, we have miniaahreness or consideration of
the ending, as we begin reading. Stories accowgiagg end-shaped in ways
that rarely apply to novels; in particular, theyyntaw the reader into at least
one moment or passage of strongly-felt ethical anmibtional insight, or
challenge, or intensity, to warrant our attentionwthat might otherwise be
dismissed as the story of an hour.

Reading to be moved
The brevity of the story as reading experience, #ed possibility of

writer control of ‘the reader’s soul’ in Poe’s tegsnshould facilitate and intense
reading experience, of brief but intense immers@@mthe other hand that same
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brevity can prompt the reader to question whetheir time and attention are
being well spent, whether (in relevance-theoraims) the cognitive benefits
they derive are truly commensurate with the castsirred. This is where a
late-sited HEI passage, more moving and thoughtgkiag than any earlier
segment of the narrative, and also more thicklyeted stylistically, is
logically and aesthetically warranted.

My first identifications of stylistically-rich, entimnally-involving passages
were as a responding reader: | noticed, and beligvaet many other readers
noticed, a sequence of three textual ‘peaks’ (fist being the most extreme)
distributed through the text of McGahern's storyll“Sorts of Impossible
Things”. | found, again as a reader, a similar #figal ‘most moving’ narrative
moment or section in numerous other stories by mmists and contemporaries
(Joyce, Mansfield, Carver, Munro, Beattie, Gallaatc.). Some of these
passages equate with what literary critics have loalled ‘epiphanies’, but
plenty do no; besides, while the idea of an epmphiz centred on some
moment of revelation (anagnorisis) experienced hy eastwhile purblind
protagonist, the critical beneficiary in the HEIspages | was identifying was
the reader. And my interest was and is in quitetweffacts such passages have
on readers, and the degree to which a matrix digstyfeatures is instrumental
in those effects—to the point that, were the sjpedéifatures removed (mental
process projections, repetitions, negation, etbgn the experiential effect
would be dissipated.

So, to reiterate, my readerly impression of ‘exweyatl immersion’ was
what came first. But close behind came question® dke kind of narrative
passage or situation in which one might predicteader would feel most
moved or immersed. This seemed to me a non-trijigstion, since it was
easy enough to think of story passages that argamticularly immersive. |
speculated that the kind of narrative passage iichmve readers seem most
likely to develop emotional engagement is one wleemspeaker or focalized
character is presented (or is inferable), in ai@agrized imaginable situation,
and we learn explicitly or implicitly whathey feel strongly about (in the
narrative present) or are moved by or emotionatiyagied by. Turning to the
linguistic ‘reflexes’ of the narrative presentati@f a character's strong
feelings, the most direct and unmetaphorised Istguimeans of expressing
such features seemed to me to include deictic egjmes (especially temporal
ones), volitive modality, evaluative mental verbad Free Indirect Thought.
But to some extent | was guided by the text, rathan setting out to find just
particular features in these HEI passages.
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It was for that reason that initially |1 focussed thie verbfeel (felt) and
the derived nominalfeeling particularly where these projected or were
complemented by a full proposition. In the narmat{mon direct speech) parts
of all three high-emotion passages in the McGalstony, feel, feeling, felt
were quite prominent with these functions. Herejasea few instances:

‘Will you marry me or not? | want an answer one wayhe other this evening.' Helt
his whole life like a stone on the edge of a badtan water.

He wanted a haircut, and that night, as the teaelrapped the towel round the
instructor's neck and took the bright clippers ofittheir pale-green cardboard box,
adjusting the combs, and started to clip, the blaaik dribbling down on the towel, he
felt for the first time ever a mad desire to removehds and stand bareheaded in the
room, as if for the first time in years fedt himself in the presence of something sacred.

As he petted her [the greyhound, named Coolcarreeueéown, gripping her neck,
bringing his own face down to hers, thinking howHzel come by her, Helt the same
rush offeeling as he hadelt when he watched the locks of hair fall on to theel round
the neck in the room;

As a projecting predicatdeel/felt is interestingly more opaque, thus
requiring more readerly effort of interpretatiohaih the standard discourse-
projecting verbsaid andthought.In the McGahern story we are told that the
focalising charactefelt a wild longing to...walk round the world barekded.
By contrast you cannot (grammatically) say a widing or think a wild
longing; and the things that yatan say or think come already interpreted,
reduced to propositional form: e.pe said he wanted to walk round the world
bareheaded, he thought he would walk round the avdr&reheaded.
Neverthelessfeel/felt, which falls into semantic category X 2.1 (‘thought,
belief’) in the Wmatrix array of semantic classifiions, is only one of several
simplest mental-verb cues of involving/immersingraaon (others include
metaphoricalsee, and know). More importantly, closer stylistic analysis of
putatively HEI passages, in comparison with ambienxt, has led to the
identification of a number of stylistic featuressampling of which seem to
tend to co-occur, and intensively, in these nareatiections.

HEI (emotively immersive) passages tend to contadne of some of the
following than the ambient text does:

1. Key projecting verbs atnowandseeandfeelandwant(or metaphorised equivalents
of these:come uponreach. But textual sites of emotion/immersion may not be
marked by ‘emotional’ language alone; or feg(, desire, want)..

2. Negation is widespread:lack of hope, no comfort, that wasn’t what...

3. Sentence grammar is comparatively elaboratepmor sentences are longer; or use
of nominal clauses and clefting is more prominengstly, the focalising character
will be sentence Subject.
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4. In partbecausesentences/clauses are longer, their internal niyttend to be more
developed; and this in turn may make the passage(tie) more poetic, with richer
tonality or voicing than adjacent text.

5. Much more noticeably than elsewhere in the tiarrastandard sentence grammar
may be departed from; sentences (e.g. lacking g&ubr finite main verb, or easily
recoverable ellipsis relative to a previous serggntay border on the ungrammatical.

6. More temporal simultaneity (marked s he did x, he felt gtructures, which
typically combine report of @hysicalor external narrated event with report of a
mental or internal event/reaction/insight; hencalauble telling); more temporal
staging, or multiply-coordinated processes or exvent

7. Absolute/ultimate wordsverlasting never rock-bottom, deeper than she could ever
have managed, on and on, all there was...final

8. heat, light and dimension words are prominerdld, dark, deep, rock-bottom,
inflammation.

9. A higher density of lexical and structural réfi@h and para-repetition in HEI
passages than elsewhere; kinds of para-repetitieannthat there are noticeable
possibilities of inter-substitutability of wordshgases, within the HEI. In effect, the
passages are highly rhetorically crafted. The kxiepetitions (in HEI passages) may
make links with lexis (thus situations) from earlie the story, or they may be intra-
HEI repetitions, or both. (This dense repetitiors lemFocussing and Arresting
function, relative to the narrative progressing gamties of most of the text; see
Shklovsky for an early formulation of this idea.]

10. More likely to find Free Indirect Thought hébhan in the non-HEI co-text...

Alongside all of the above should come an acknogrieeht that textual
sites of emotion and immersion may not invariably marked by these
‘emotional’ features, and the features are ofteghliysi metaphorised in their
instantiation (come on for sensed/saw)

Space-limitations forbid an extensive demonstratiene, but consider
the following short passage, which | submit hasdaracteristic HEI function,
and occurs just three paragraphs from the endywhBad Carver’s story “Boxes”.

I don't know why, but it's then | recall the affeciate name my dad used sometimes
when he was talking nice to my mother—those tintieat is, when he wasn't drunk. It
was a long time ago, and | was a kid, but alwagsring it, | felt better, less afraid, more
hopeful about the futuréDear," he'd say. He called her "dear" sometimes—a sweet
name. "Dear," he'd say, "if you're going to theestevill you bring me some cigarettes?"
Or "Dear, is your cold any better?" "Dear, whereiscoffee cup?”

The word issues from my lips before | can think tmlae | want to say to go along with
it. "Dear." | say it again. | call her "dear." "Dedry not to be afraid,” | say. | tell my
mother | love her and I'll write to her, yes. THesay good-bye, and | hang up.

Clearly the most striking stylistic feature (antarsce of type 9) is the
repetition, eight times in five lines, of the wodéar. And it is easy to show
both thatdear occurs more here than anywhere else in the taxtgsn fact it
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occurs nowhere else in the story), and that nordtdcal item occurs as
densely, as locally-repetitively, atear does. Once one strips out the high
frequency grammatical item§ (he, she, andetc.), the high frequency lexical
items are not numerous (they includether, says, place, tell, want, house—
these latter with a story-wide frequency of 12) aimeir recurrence is always
easily explained on story-topic grounds. More intpotly, none of them
clusters, collocates with itself, in just the wdgar does. The neares$iouse
comes to multiple local recurrence, for instansethe fact that it occurs three
times in the 9 lines of the final paragraphs.

But the repetition oflearis only one type of ‘heightened texturing’, and
it is worth noting that several of the other typm® also at work here,
disproportionately relative to their appearanceéhim rest of the narrative text.
Consider type 6, temporal staging and simultanéigre below | underline all
the textual elements in the passage that argualyribute to the kind of
emphatic temporal particularity recurrently foundHEI passages:

I don't know why, but it's theh recall the affectionate name my dad used sonestim
when he was talking nice to my mother—those tiptst is, wherhe wasn't drunk. It
was a long time ag@and | was a kid, but alwaykearing it, | felt better, less afraid, more
hopeful about the futuréDear," he'd say. He called her "dear" sometimes sweet
name. "Dear," he'day, "if you're going to the store, will you bringe some cigarettes?"
Or "Dear, is your cold any better?" "Dear, whereiscoffee cup?”

The word issues from my lips befarean think what else | want to say to go alonthwi
it. "Dear." | say it_againl call her "dear." "Dear, try not to be afraid,%ay. | tell my
mother | love her and I'll write to her, yes. THesay good-bye, and | hang up.

It may be pointed out—and this is most palpablartgone who has read
the whole story—that this passage involves themml@ifi@an ‘opening out’, an
recalled past and injunctions about the futurey(ttot to be afraid”) and that
therefore almost inescapably there may be more dehpnarking in such a
passage. But even this challenge can be accomndoiflate speculate that it is
in the nature of highly-immersive HEI passagesdept the reader into the
seeing, beyond the narrative present, of charagiasss and futures. Again a
critical question is whether temporal marking isnahere else in the story
encoded in the density that is found here (apprately 12 markers in
approximately 130 narrative words, or one everybids). This is less easy to
demonstrate, since it is by no means easy to éxliaand only those words in
a text with ‘temporal marking’ function. But we camse Wmatrix's N6
category(frequency) to capture all the narrativan(direct speech) instances in
the text ofalways3, sometimeg}, again 7; and its N4 (linear order) tag to
capture all 31 narrative instancestloén.For these four temporal types, then,
there are 45 narrative tokens in the entire taxtpoghly one every 110 words
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of running text; if the narrative portion of thest is estimated at 4,000 words,
these 45 tokens should occur on average every Batwa words. Clearly,
their density in the HEI passage is far, far gnettian this (and of course in
turn means that their frequenowytsidethis passage is rather lower than so far
indicated). Since always, sometimes, again and dcenr a total of 6 times in
these 130 words of narrative text (one per 22 wortie other 39 must occur
in the remaining 2870 narrative words at a frequarfcone per 74 words. This
is all very laborious, agreed. But it perhaps hdipsshow that even less
glaringly foregrounded features than the repedeat are disproportionately
densely deployed in the HEI passage. A further nesipulation to consider,
of course, would concern the effect on the passageemotive-immersive
passage, if this density of temporal marking wernefty reduced.

To conclude: when contemplating what is differebbwt short stories
and by extension about short story style, word4emng our one certainty, with
consequences. Short stories are mostly, and syrebally, read at one sitting.
As a result, the reader who begins reading hasiia tine completion of the
reading in a way that the reader who embarks oovalrdoes not. A reader
who has in mind the completion of the reading aftay will or may spread
that completion-mindedness to their reading of wlwle narrative. | suggest
that the process of ending, of closure, of how gtary will conclude, is-
throughoutthe reading of a story—more strongly an influeocethe reader
than they are for someone reading a novel (whergetlguestions or pressures
only fully take hold as the final few dozen pages r@ached). This extra focus,
in the short story, on ‘negotiating the end’, ottyg from middle to end, is
purely a function of their brevity (in pages or de® time), one-sitting,
integrated-compositional unity; but it feels diffat from such a purely
physical/practical inducement. And the storygemre has developed effects,
deviations, strategies, for working with and agathat beginning-middle-end
‘unity of effect’ intensity that the story form faurs. In Gerlach’s words,
“anticipation of the ending [is] used to structute whole” (3). If we ask
ourselves how,_in the inescapable context of timg loarrative(the novel or
romance), it can be that a story can justify s;xsamming to a halt, terminating
its reporting of characters and situation, therstomestories, part of an answer
may be: by providing an HEI ‘moment’, or episodé eaceptional emotional
and intellectual insight.
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READERLY INVOLVEMENT
IN THE FIRST CHAPTER OF EDNA O'BRIEN’S

THE COUNTRY GIRLS

Vanina Jobert-Martini
Université Jean Moulin — Lyon 3
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Résumé: En se fondant sur une étude stylistique du memhapitre deThe Country Girls
I'article s’attache a montrer comment s’établitrédation entre la narratrice et son lecteur. La
focalisation interne et les adresses directes caue permettent a celui-ci de se projeter dans le
monde rural irlandais des années 50, cadre deabeef de la narratrice. Les apports de la
stylistique cognitive sont utilisés pour mettre @ridence le jeu des inférences et le caractére
prototypique des personnages ou des situationsletmiére partie de l'article s'intéresse aux
questions touchant I'évaluation, c’est-a-dire legeiments portés par les personnages, mais aussi
par la narratrice et son lecteur, 'ensemble débamntsur la réception du roman par la critique.

Mots-clés stylistique — narratologie — stylistique cognitiv focalisation — inférence — schémes
— évaluation — réception critique — O’ Brien — féisime — Irlande — réalisme.

Introduction

Edna O’Brien’s first noveThe Country Girlavas published in 1960 and
was followed byThe Lonely Girlin 1962, andGirls in their Married Blissin
1964. The three novels were republished in 198Bh@sCountry Girls Trilogy
and Epilogue The narrator and focaliser of the first two partshe trilogy is
Kate, but the perspective is reversed in the thad and in the epilogue since
Baba, Kate's school-friend becomes the narratoroBy2006) quotes O’ Brien
writing about her choice to have two heroines:
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Realizing that the earlier heroines [of the traditaf Irish writing ] were bawdy and the
later ones lyrical | decided to have two, one whauld conform to both my own and my
country’s view of what an Irish woman should be am& who would understand every
piece of protocol and religion and hypocrisy thegtre was. (14)

My own experience as a reader who could not wakintmv more about
Kate and Baba led me to wonder about the ways aa@hsnO’Brien used to
achieve stunningly efficient readerly involvemdntorder to be able to stick to
a close observation of the text, | restricted tbepe of the article to the first
chapter of the first novel. Probing into the tdxdliscovered that, predictably,
everything concerning reader’s involvement was ledtfrom the very
beginning. Broaching the subject of the interacti@ween writer and reader
led me to ground the impressions | had from readinghe confrontation
between my own experience and the fictional wdflat. that matter, cognitive
stylistics proved a great help without replacingnare traditional text-based
approach. | shall first focus on the relationshipablished between narrator
and reader before looking at bottom up and top dprecessing (see Jeffries &
Mclintyre) and moving to the question of evaluation.

1. Establishing the relationship between narrator and reader

Edna O’Brien’s first novel starts with the follovgrsentence:

| wakened quickly and sat up in bed abruptly. (1)

The awakening of the first-person narrator and maiaracter is
concomitant with the entrance of the reader ineftbtional world. A link is
thus established between narrator and reader fireradry beginning. They are
placed in the same situation, that of opening tbgas and discovering what is
around them. The new day is a new (text-)world, b® explored and
deciphered. Character and reader have to make sérsesituation and the
puzzled character is very much akin to the readiarimg the fictional world:

It is only when | am anxious that | waken easilg dor a minute | did not know why my
heart was beating faster than usual. Then | remezdb&he old reason. He had not
come home. (1)

The use of the mental process vedmembergives access to the
character’s thoughts and is a clear sign of inlefoealization. An intimate
relationship between narrator and reader is thusklyu established, and
the narrator seems to rush things since she doegrowide any kind of
explanation for whdeis, which confuses the reader. The choice of thkaa
may either reveal the narrator's carelessness ohnigue or everthe
character's embarrassment. Whatever the case mdiiebecader is left to his
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own devices and inferences and is driven to woatleut that male character
who occupies the thoughts of the narrator.

There is a sharp contrast between the lack of nmdition about this
mysterious man and the wealth of details appedrintpe description of the
outside world when the blind is let up. Here thader almost literally sees the
world through the eyes of the narrator:

The sun was not yet up, and the lawn was speckldddaisies that were fast asleep.
There was dew everywhere. The grass below my windosvhedge around it, the rusty
paling wire beyond that, and the big outer fieldreveach touched with a delicate,
wandering mist. And the leaves and the trees wathed in the mist, and the trees
looked unreal, like trees in a dream. Around thgdbme-nots that sprouted out of the
hedge were haloes of water. Water that glisterdeddilver. It was quiet, it was perfectly
still. There was smoke rising from the blue moumtai the distance. It would be a hot
day. (2)

This very visual description conjures up a peacefuhl world with a
dreamlike quality and reminds the reader of tHe fihe Country Girlslt is
followed by several others in the same vein, tipetigon building up a sense
of familiarity for the reader. The internal focaltion prevails throughout the
whole chapter as we follow the girl from the momsehe wakes up to the
moment she leaves the grounds of the house anlde®#te road that takes her
to school.

In spite of the prevailing internal focalizatioiete are clear signs that
the narrator takes the specific situation of thades into account, i.e
acknowledges the fact that he/she is necessasiifaager to her familiar world
and therefore is in need of information. After nmiening Bull's-Eye, she
specifies:

He was our sheep-dog and | named him Bull's-Eye Umedais eyes were speckled black
and white, like canned sweets. (2)

The narrator also provides basic information albtiokey:
He was our workman and | loved him. (3)

Such sentences can be considered as direct ackltesbe reader, which
tends to increase his involvement in the story. id@ator takes one more step
when writing about her mother:

Her sighs would break your heart. (7)

Whether the possessiyeur is interpreted as part of a general statement
or as a possible direct address to the readencibwrages the reader to get
emotionally involved and to share the feelingsta harrator for her beloved
mother.
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It is thus possible to gather quite a lot of tekmddence suggesting that
the reader is invited to enter into a very clodatienship with the narrator, and
this is in keeping with the content of the novel ithe discussion of private
matters. However, the reader’s active participatsoalso required on another
level, that of the construction of meaning.

2. Bottom up and top down processing

Cognitive linguistics insists on the role played lige reader’s
psychological activity in the advent of meaning.sley Jeffries and Dan
Mcintyre (2010, 127), irStylistics make a number of concepts coming from
cognitive linguistics accessible and even appeaingven the most literary
readers. They define bottom up and top down preseissthe following way:

Used in relation to text comprehension, the forfb@ttom up processes] refers to the
practice of inferring meaning from textual cues lehihe latter term describes the
practice of utilising background knowledge to aidlarstanding.

The elaboration of the fictional world which ultitedy exists in the
reader’s mind depends on these processes, and trgha highlight the main
characteristics of Edna O’Brien’s fictional world a appears in the first
chapter ofThe Country’s Girls

Leech and Short (1981, 127-8) explain the rolenf#rence as follows:

The mock reality of fiction has its point of ovgslavith our model of the real world, and
indeed it can be argued that readers will assuo@dgphism between the two unless
given indications to the contrary. The overlaprisag in the case of realistic fiction, and
smaller in the case of fantasy [...] So from our kiemlge of entities and goings-on in
the real world, as well as from our knowledge acepiifrom the text, of the fictional
world, we are able to postulate the nature of ittehal world, drawing inferences about
matters not directly communicated by the text.

As a matter of factThe Country Girlscan be classified as a realistic
novel and the reader is soon aware of a typicaitglrirish context. Dublin is
mentioned as early as first page as a place fromhwisitors are likely to
come in the Summer time. The reader infers thapthee described is situated
in the same country as Dublin, otherwise the nafmanother country would
have been mentioned. Belfast is also referred @ @ace from which you can
drive. Even if place names are a very efficient wagonjuring up a fictional
world, writers usually also resort to other meansesthe aim is not so much to
give unequivocal information to the reader but akeo play with his
imagination. The religious practice of the mainrelcéer sounds unmistakably
Irish and echoes passages foAmPortrait of the Artist as a Young Man
Referring to her love for Hickey, the narrator eips:
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To prove it | said it aloud to the Blessed Virginavvas looking at me icily from a guilt
frame.

‘I love Hickey’, | said. She said nothing. It suiged me that she did not talk more often.
Once she had spoken to me and what she said wapnreate. It happened when | got
out of bed in the middle of the night to say anirsipn. | got out of bed six or seven
times every night as an act of penance. | wasca@hell. (3)

The reader infers that the girl has received a @iateducation and is a
staunch believer. The veracity of this inferenceasfirmed later on when the
girl states her wish to become a nun. This is hetanly case in which the text
triggers inference and then explicitly confirmstttiee reader has made a good
guess. Poverty can likewise be inferred from they igst page when the
narrator explains:

| owned slippers but Mama made me save them fonwheas visiting my aunts and
cousins [...] (1)

The reader then learns that hundreds of bills arfesl behind
Doulton plates and that the place has gone to asira result of the
father’'s carelessness. In the same way, we iné@mtiother and daughter
sleep in the same bed when we read:

Getting out, | rested for a moment on the edghebed, smoothing the green satin bedspread
with my hand. We had forgotten to fold it the pmyé night, Mama and me. (1)

The confirmation that mother and father do not [slemgether is to be
found later on:

My father’s room was directly opposite the bathrog#)

Prompting the reader to make inferences and theénggconfirmation is
a way of encouraging him to follow the narrator vwhos appears reliable.

If inference relies on prior knowledge, it is alde case of top down
processing which is to be linked with schemas. égsleffries and Dan
Mclintyre (2010, 128-9) give the following definitio

The term schema refers to an element of backgrenodledge about a particular aspect
of the world. We have schemas for people, objsttisations and events.

Since schemas belong in the reader’'s mind, theyvagya lot, and they
cannot really be studieder se Readers do not all have the same prior
knowledge when they start reading a piece of ficaad this may account for
various responses to the same novel. Some infaymatnnot be processed
without specific prior knowledge. The following ¢ence is a case in point:
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They called it a lawn because it had been a lawtherold days when the big house was
standing; but the Tans burnt the big house and athef, unlike his forebears, had no
pride in land and gradually the place went to r(di.)

Such a passage is likely to remain obscure to reasleo do not know
anything about Irish history, and may have to logl Tans in the
encyclopaedia in order to make sense of the semtégDo the contrary, for
readers with a fairly good knowledge of Irish higtathe passage will evoke
specific traumatic episodes of the War of Independethat finally led up to
the partition of the island in 192RBig housemay also be interpreted differently
by readers, depending on whether they are awatedfish specificity or not.
Big housemay be construed literally as a house that is dyigt may be
connected with the phrasbke big house noveind, in that case, some lIrish
literature scholars could have in mind a novel Wwhiccuses on the world of
the Anglo-Irish ascendancy, a world whose territ@iyd boundaries are
traditionally conjugated in terms of the demesn& @ountry Mansion — or Big
House — of the Protestant landlord.

The type of knowledge needed to make as much sengessible of a
piece of fiction can help define the kind of implieeader it is addressed to. In
the case offThe Country Girls it seems obvious that the implied reader is
bound to be well acquainted with contemporary Ihgtory and possibly with
Irish literature. As a matter of fact, the schermpeassent in the reader’'s mind
have to be triggered by textual elements in ordelbd activated. The textual
cues are called “headers” and they fall into fategories: i) precondition headers,
i) instrumental headers, iii) locale headers andinternal conceptualization
headers. The most obvious schema activated atethi@rbng ofThe Country
Girls is that of the mother and daughter relationshigprécondition header,
referring to a necessary precondition for the applbn of a schemacan be
found in the sentence quoted previously:

We had forgotten to fold it the previous night, Maand me. (1)

The first person plural pronoun asserts the exigtari the relationship,
and the syntactical arrangement of the sentenceplde two participants in a
rhematic position, highlighting, or foregroundiriige importance of the relationship.
Locale headers i.e. references to a location witerschema in question can be
activated, are numerous since the action is sifuimtéhe house inhabited by

Jeffries & Mcintyre (2010) specify: “At this pdinwe should make it clear that while schema is a
general term for an element of background knowledgme writers prefer alternative terms in order to
flag up the varied nature of schemas. Minsky (197&) example uses the term frame to describe
knowledge related to visual perception (e.g.badkgdoknowledge about different kinds of buildings).
Schank and Abelson (1977) introduce the term sceigtlaining that scripts are composed of schematic
information about a complex sequence of events.”
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the family and the different rooms and immediateaindings are described at
length. The kitchen deserves a particular mentiooesit is often associated
with mothers in realistic novels, and it is alse ftoom where family life is
usually set. A rather sad picture is drawn in it pages:

Mama was sitting by the range, eating a piece ybdead. Her blue eyes were small and
sore. She hadn't slept. (4)

Internal conceptualization headers, referring tooas or roles from the
schema are also very much present in the textatratt the reader’s attention.
The mother first appears in the role of the edudataching her daughter about
various aspects of everyday life:

It was lucky that Mama had gone downstairs, aswsealways lecturing me on how to
let up the blinds properly, gently. (1)

Not surprisingly, she also assumes the role ofnihurer, providing
food for her child:

‘Get yourself a little piece of cake and biscuis your lunch,” Mama said. Mama spoilt
me, always giving me little dainties. (7)

The mother appears as a carer who protects hehtgaugainst everything
that might cause her pain, either physically orchsjogically. She insists that
her daughter should wear a coat, gloves and asbats not to catch a cold and
promises to meet her on the road when she comé&dioae school.

The text is thus actually swarming with headergllikto activate the
mother-daughter good relationship schema. Scheneasa only activated by
what we read, they can also be altered —if whateael contradicts our prior
knowledge — or confirmed, if what we read corresisdio our previous experience.
What is most likely to alter the schema of the reottlaughter relationship here
is the revelation of the daughter’s age. She behbike a small child, entirely
dependent on her mother and yet we learn thatssfmurteen and still afraid
that her mother might die while she is at schoaol.spite of their close
relationship, mother and daughter grieve and crgabse of the father’s
inability to cope with everyday life and to attetodthe needs of the family.

3. The question of evaluation

The narrator uses a value language which leaveloulot about her likes
and dislikes. The descriptions of the landscapesremely positive:

It was crowded with briars and young ferns andkstaf ragwort, and needle-sharp
thistles. Under these the ground was speckled millions of little wild-flowers. Little
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drizzles of blue and white and violetittle white songs spilling out of the earth How
secret angbrecious andbeautiful they were. (11)

The adjectives chosen are both unsophisticated @mdistakably
positive, and the musical metaphor gives the pa&saggpetic touch. In another
passage, the narrator expresses her love of reataremore clearly:

| came out to get the lilac. Standing on the statees to look across the fielttelt as |
always did, that rush of pleasure and freedomwhen | looked at the various trees and
the outer stone buildings set far away from theskowand at the fields very green and
very peaceful. (7)

The beautiful nature contrasts with the derelicidgowhich is neither
clean, nor pleasant and of which the girl is asithmben her school-friend,
Baba, comes to visit.

The narrator’s evaluation extends to people, whbm ather loves or
loathes. The only person for whom she has ambivdtlings is Hickey
whom she had planned to marry when she was eigins y¢d. She gives all the
reasons that made her change her mind:

For one thing, he never washed himself [...] Hishtegére green, and last thing at night
he did his water in a peach-tin that he kept uhiebed. (3)

The humour that shows in this negative evaluatioa likable person is
completely absent when the narrator passes judgomeinér parents. The father
receives an entirely negative evaluation on twdéed#int levels, that of facts
and that of feelings. He is accused of not doingwaark and spending money
on drinks instead of caring for the family. The usdfefree indirect thought
indicates that the narrator and her mother arbefaime opinion about him;

She was thinking. Thinking where was he? Would beve in an ambulance or a
hackney car, hired in Belfast three days ago andaiot for? Would he stumble up the
stone steps at the back door waving a bottle ofkeyi? Would he shout, struggle, kill
her or apologise? Would he fall in the hall doothwsome drunken fool and say:
‘Mother, meet my best friend Harry. I've just giveim the thirteen-acre meadow for the
loveliest greyhound...” All this had happened to asngany times that it was foolish to
expect that my father might come home sober. Hegoaé, three days before, with sixty
pounds in his pocket to pay the rates. (6)

When confronted with this, readers cannot but shleeview of the
feminine characters and condemn the father for gréehaviour. This
condemnation is based on shared values that da lketsreen writer and
reader, irrespective of differences in age, natitynaocial classes, sex etc...

Not surprisingly, the daughter’s feelings toware@s father are entirely
negative. He inspires fear and causes wretchedié&s.main character is
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“anxious”, the smell of frying bacon “does not chéer”, she is “miserable”
and panic-stricken at the idea of his coming bawrkéx

In fear and trembling | set off for school. | mightet him on the way or else he might
come home and kill Mama. (9)

The exact opposite of the hated father is the mpthe

She was dragged down from heavy work, working tepkdhe place going, and at night
time making lampshades and fire-screens to makbdbse prettier. (8)

It was only for the few weeks immediately after Hifnking that she could relax, before
it was time to worry again about the next bout) (11

Her daughter’s love for her is expressed withoséreations:

| went over and put my arms round her neck anceliser. She was the best Mama in
the world. | told her so, and she held me veryelios a minute, as if she would never let
me go. | was everything in the world to her, eveing. (5)

It is possible to argue that such extreme feelamgstheir raw expression
are characteristic of young children and that theator's phrases are mimetic
of the way in which the child used to experience#om. However, it can also
be argued, following Leech and Short (1981) that:

In some novels with a first person hero, theréttie Ineed to distinguish the values of the
first person character, the narrator, the impliathar, and the real author, they all take
the same attitude. (276)

In the case oThe Country Girlsthe dedicatiomfo my mothemakes us
opt for the latter interpretation. The authoriahdois intimate since what
prevails is proximity both between narrator anddezaand between the author
and her subject matter. It is this proximity whittduces sympathy for the
feminine characters.

However, reader-response was not entirely favoairabEdna O’ Brien's
novel. Her works were banned by the Irish censprbbard and some literary
critics were quite harsh with her. The censorsluprd was aware of the fact
that the author’s fiction reached far beyond thatrpgal of individual
characters. The violence of their reaction shoves they considered that the
characters depicted were somehow prototypical laaidthe novelist threatened
the established order. They realized that whatatasake was the exposure of
the patriarchal society in which the Catholic Chumend the state played
crucial roles. InVild Colonial Girl (2006) Coletta and O’Connor remark:

When writing explicitly about Ireland, as she didher first novels and has resumed to

do in her latest work, O'Brien depicts the consgif;thardscrabble life of the villages
and farms of the west. Anthropologist Nancy Shéeheghes has observed as recently as
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1979 that “although all societies are charactertzgdexual asymmetry to some extent,
one would be hard put to find a society in which #exes are as divided into opposing
alien camps as they are in any small Irish villafjthe west.” (6)

As for the feminists, they reproached Edna O’Bneth representing
women as victims, which was something they wantedot away with. Still in
Wild Colonial GirlsKristine Byron (2006, 22) reassesses O’'Brien'®gyl and
guotes Lynn Pierce:

The recognition also depends on the conflatiorheftextual with the extratextual — in
this case the woman reader’'s knowledge of the wgekiof patriarchy, both inside and
outside the particular fictional narrative—that lelesher to grasp the full connotations of
the speaker’s ‘you'... The textual and the extratakbecome indeed a shared territory.

There is no reason why it should not work in theesavay for the male
reader, provided his ideology does not prevent fnom sustaining O’Brien’s
claims about the Irish patriarchal society.

As is often the case, the main function of the fiteapter ofThe Country
Girls is to let the reader into the fictional world. Timarrator and main
character, who is not nhamed yet and whose gendeguges from the title
makes us discover her rural Irish environment dredgeople she lives with.
More originally, we are invited to share her fegirand emotions, which leads
us to sympathize with the feminine characters wieockearly the victims of an
oppressive patriarchal order. Although we mighteree this exposition
differently, depending on our age, nationality tetdl background or ideology,
it seems difficult to disagree with the narratoeech and Short (1981) suggest:

It may be that the assumption of agreement betaddresser and addressee is one of the
features which distinguishes fictional discoursanfrother kinds of discourses. It is not
that the reader cannot disagree with the valuesgyed by the author, but that if he is
made conscious of disagreement, this is a sighevfitithor’s failure to carry the reader
with him: like suspension of disbelief, suspensandissent seems to be a sacrifice
which the reader is ready to accept in embarkinghenadventure of reading a novel.
277)
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BREACH OF CONTRACT:
PRAGMATIC VARIATIONS ON A THEME
IN RICHARD FORD’S SHORT STORY “PRIVACY”
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Résumé: Tout en ayant recours a divers outils pragmasglarticle emprunte principalement a

la théorie de William Labov sur les six étapes dat trécit oral afin d'analyser les ressorts
trompeurs de la narration dans « Privacy » de RitRard. Cette courte nouvelle a la narration
homodiégétique permet, par sa longueur et son mardatif, d’évidents prolongements avec un
récit oral. L'article scrute la fagon dont le tex@t mine de suivre a la lettre la structure

classique d'un récit pour mieux la subvertir, latéerejouant ainsi dans sa forme, et plus
particulierement au niveau de la relation narrdteurataire, son motif thématique principal qui

est celui du leurre et de la tromperie. Au-deladémontre que le jeu avec le narrataire et la
violation des regles de communication masquentadmwalement, une tentative plus

radicalement solipsiste d’auto-aveuglement de tacaanarrateur.

Mots-clés Pragmatique, Stylistique, Analyse du Discours,alR@h narrateur / narrataire,
William Labov, Richard FordA Multitude of Sins

Laws, rules, contract clauses sometimes seem &b #a better to be
circumvented, flouted, or downright violated. RiathaFord’s collection of
short stories in which “Privacy” appears is entitikk Multitude of Sinsthe
book obviously promises to explore man’s endlemssiyressions of divine law,
and the decalogue — God’'s commandments to his @eagl part of his
Covenant — proves an undeniable filigree to theecbbn. However, reminding
us that authors often revel in breaking the implkicintract that binds them to
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their readers, the title proves deceitful. Mosth# stories repeatedly return to
the transgression of one specific commandmentsékenth — “Thou shalt not
commit adultery” — and therefore deal with one fiom a multitude of
perspectives.

“Privacy”, the opening story, explores the momehttemptation as
opposed to the sinful act itself: the homodiegeéiorator relates a period in his
marital life when he fell to watching a naked woniaran apartment opposite
his, feeling secretly aroused by the illicitnesstteé situation. What the short
story stages is a voyeuristic impulse, and as guetight seem more closely
related to the tenth commandment (“Thou shalt rmtet your neighbor's
house; thou shalt not covet your neighbor's wif@, lis male servant, nor his
female servant, nor his ox, nor his donkey, nortling that is your
neighbor's”), all the more so as the basic settirgman watching his female
neighbour — adds to the potential link. But in theneral context of the
collection and in accordance with its position fa¢ threshold of the book,
“Privacy” strikes one, first and foremost, as anhimate version of the later
stories: the main character — the narrated-l — iresv@n the brink of adultery.

The narrating-1, however, goes further: resortiogystematic narrative
deception, he turns into a full-fledged figure @insgression, and his deviant
relation with his narratee proves central to theryst Because pragmatics
focuses on “the relation between language andsissuspeakers and hearers),
or more specifically [on] the contextual conditiogeverning the speaker’s
choice of an utterance, and the hearer’s interjioetaf it” (Leech and Short,
254), and can offer “a natural continuity betweenetoric’ in its ordinary
language sense, and as applied to literatui@tl.j, it provides an efficient
point of entry into Ford’'s text. Besides using the® of presupposition and
Paul Grice’s principle of cooperation, this artickdll draw primarily on
William Labov’'s famous socio-linguistic approach ¢oal narratives, in an
attempt at close stylistic scrutiny of Ford’s shatbry with a view to
interpretation. Indeed, scrutinizing the way tharai@r of “Privacy” both
strictly abides by and systematically violates $lte stages of story-telling as
defined by Labov in his seminal 1972 essay “Then®farmation of
Experience in Narrative Syntax” will enable us how how the diegetic theme
of interpersonal deceit finds a prolongation in tiagrator-narratee relationship
and affects the very form of the short story. Mtran this, we will contend
that this reading of the text is but a first steayg] that the narrator’s flouting of
communicative rules eventually masks a more radittampt at self-deception.
Paradoxically, stylistics envisaged as discoursayais will thus prove here an
efficient key to try and crack open the essentiafijipsistic narrative code of
the short story.
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In the footsteps of William Labov

William Labov’s name is first and foremost assaaibtvith his work on
oral narratives made by ordinary people, work whinflelence has extended
beyond the field of sociolinguistics and of whichickleel Toolan gives an
extensive account in his 2001 bdgé&rrative: A Critical Linguistic Introduction
In “The transformation of experience in narratiyatsx”, Labov synthesizes
his findings upon analyzing oral tales told by klgmeople in Harlem, and
develops his hypothesis — already defended in giqure piece of work co-
written with Joshua Waletsky five years earlier dfhative analysis: oral
versions of personal experience”) — that a recurpattern underlies oral
narratives of personal experience. Casting asidlaca differences in the
pursuit of a deeper and invariant common structuabpv posits that “a fully-
formed oral narrative”, and therefore a pragmaitcaluccessful narrative,
follows six stages which he theorizes as follows:

1. Abstract What, in a nutshell, is this story about?

2. Orientation Who, when, where?

3. Complicating actionWhat happened and then what happened?

4. Evaluation So what? How or why is this interesting?

5. Result or resolutionwWhat finally happened?

6.Coda That's it, I've finished and am ‘bridging’ back bur present situation.
(Toolan 2001, 148)

As Toolan reminds us (2001, 167), “The extent toclwihhe Labovian
six-part formalist analysis of the oral narratiiepersonal experience applies
or is relevant to literary narratives has [...] beeorma matter of some
contention”, and he adds: “narratologists haveed#ffi over the usefulness to
narrative poetics of the Labovian approach.” (20089) However, Labov’'s
terminology has been adopted by literary criticiamg there is no denying that
a number of similarities exist between oral talesl #iterary discourse, in
particular when the literary text under scrutiny @sshort story. Because
“Privacy” is what we might call a short short stdfive pages), not unlike the
standard span of an oral narrative, and becausge tdld by a first-person
narrator retrospectively relating a personal exgm, the possible continuity
between Labov’'s analyses and a narratological aghrdo Ford's piece of
literary fiction seems hardly debatable.

And indeed, “Privacy” offers a case-in-point illtegton of the invariable
six-part structure posited by Labov. In the wake eoffairly transparent
abstract, the title which indeed points to the central tieeofi the story in its
multiple dimensions (one’s right to privacy, mdritatimacy, and even the
more remote dimension of secrecy), the narraton®ges narrative with an
informational introduction:
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This was at a time when my marriage was still happy

We were living in a large city in the northeastwéas winter. February. The coldest
month. | was, of course still trying to write, amy wife was working as a translator for a
small publishing company that specialized in Czecientdific papers. We had been
married for ten years and were still enjoying tenge, exhilarating illusion that we
had survived the worst of life’s hardships.

The apartment we rented was in the old factoryiaeain the south end of the city [...].
[...] A famous avant-garde theatre director had liwvedhe room before and put on his
jagged, nihilistic plays there [...].

Each night when my wife came back from her work, wauld go out into the cold,

shining streets and find a restaurant to have @al in. Later we would stop for an hour
in a bar and have coffee or a brandy, and talknsely about the translations my wife
was working on, though never (blessedly) aboutitbek | was by then already failing at.
(3-4)

Far from opting for ann medias resbeginning, an exceptional form
turned norm in contemporary fiction, the narraterenchooses to provide his
reader with step-by-step backgroundentation, and adopts all the basic
markers of expositional discourse: besides theofigxistential structures, the
opening lines are made up of what Labov and Waletsktheir 1967 paper,
term “free clauses”: unlike “narrative clauses”, iath report an ordered
sequence of events and are therefore fixed, “fieagses” — which inform of the
context of the events — are freely shiftable (Tod®801, 145-149), something
that the paratactic mode of the story’s secondguapdn seems to invite us to
do. Aspectual modulations, a common feature of fileises according to
Labov and Waletsky, are another characteristichisf dpening, both through
the logical presence of the perfective aspect émial information proving
necessary) and the use of progressive forms. Turéhfparagraph adds another
staple of orientation: as the sentences turn mareative, listing a succession
of actions, habitual modality surfaces (recurreotéwould”), confirming the
expositional perspective adopted by the narratorgdote from another source,
Helmut Bonheim’sThe Narrative Modes: Techniques of the Short Sthoy)

— a book whose developments regularly intersech Wwabov's approach —,
“Privacy” perfectly illustrates that “[tlhe kindsfaeport that tend to be
expositional — the anterior view, the habitual @ctand the panoramic scene —
are birds of a feather which have a tendency tkftogether.”

Singulative discourse abruptly — but expectedlgtunns at the moment
of thecomplicating actiont “It was on such a cold night that [...] | saw [...] a
woman slowly undressing.” (Bvaluation, the most diffuse of Labov’s stages
since it consists in all the means used to undetlhe significance of the story
and can therefore be located anywhere in it oragpmut through it, is easily
locatable in “Privacy”. It makes up a self-containgaragraph just after the
complicating action:
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I don’t know all that | thought. Undoubtedly | wasoused. Undoubtedly | was thrilled
by the secrecy of watching out of the dark. Undediyt | loved the very illicitness of it,
of my wife sleeping nearby and knowing nothing dfatvl was doing. It is also possible |
even liked the cold as it surrounded me, as comastthe night itself, may even have
felt that the sight of the woman—whom | took to y@ung and lacking caution or
discretion—held me somehow, insulated me and miaglevbrld stop and be perfectly
expressible as two poles connected by my line sibmi | am sure now that all of this
had to do with my impending failures. (5)

As is classically the case, evaluation contribuiesthe creation of
suspense insofar as it delays the unfolding ofittion. However, the thread of
the plot is soon picked up and eventually, aftee@es of developments, comes
theresolution: passing her one day on the street, the narr&goovkrs that the
woman he had for seven nights observed, and dessedn old Chinese
woman, perhaps seventy years old or more. The shmwt then closes with a
sentence which has many of the attributes obd@da “And | walked on then,
feeling oddly but in no way surprisingly betraysimply passed on down the
street toward my room and my own doors, my lifeegng, as it was at that
moment, its first, long cycle of necessity.” (7)divthough it does not contain
the usual shift in deixis which explicitly bridgeack to the narrator’s current
situation at the moment of the telling, the finabrds do orient the temporal
perspective forward and indirectly comprise theatar’s present. The tonality
of general life assessment is redolent of fictioeatlings, and the sense of
closure has been immediately conveyed through thening conjunction
“And”. Indeed, although a linguistic deviation agch, the final sentence with
and has become a classical feature of narratives, drathand written: Helmut
Bonheim (152) reminds us that “in Labov and Walgtskranscriptions of oral
narratives, twelve out of fourteen include as oriethe final sentences a
beginning withand’, and he goes on to conclude: “In other words, @he
sentence is part and parcel of a set of conventised in story closings.”

Of course, one cannot but think here of the traditl “And they lived
happily ever after” of fairy tales, a point whichsgrves further comment in the
case of “Privacy”. Such a formal echo had alreadgrbanticipated in the
opening sentence of the short story (“This wastaha when my marriage was
still happy”), an intertextually-marked formula. é&mn the diegetic plane, the
long final paragraph brings another obvious allosim this genre: the
protagonist’s walk in the city (in sharp contrasthwthe action in previous
pages which takes place entirely within the apantinehis having to face
adverse weather conditions, his confrontation wWhwoman and his eventual
return — a changed man — to the apartment, cahitad the motif of the
initiatory journey. It is therefore logical thatettstory should be such a tightly-
structured narrative, in keeping with the rituddistattern of fairy tales.
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Red-herrings

In “Privacy” however, in a clear reversal of thenge the Princess turns
into a toad and an initially happy protagonist imebly heads to his marital
ruin. As is so often the case in postmodern litemgtintertextual allusions or
formal borrowings are in the service of displacenaen deconstruction, although
not to the point of parody in Ford’s story. Andsttherefore time at this point
to retrace our steps, and to unstitch our neatiahdhreads; indeed, the tight
structural pattern that the story offers to thedegas systematically undermined
in the very movement of its being set. As pointed at the very beginning,
rules seem to call for their violation, and the gomatic commandments
governing linguistic communication (the six prinigp of Labov, the four
maxims of Grice...) are regularly contested by spesakeeveryday life and by
fictional narrators in literary texts, the deviaftrms in their turn often
becoming the normir{ medias resopenings or open endings for instance).
However, there definitely is more to it in “Privéicas the blurring of narrative
progression is methodical and concerns all sixesa@he meticulous sapping
of the successive foundation points becomes agradt@art of the text, and is
therefore bound to carry part of its meaning. Atie} description coming
before interpretation, let us review how each dmestage in the narrator's
story-telling gives way to a contradictory logicttat underlined so far.

A more exact title for the short story would prolyaftave been “Breach
of Privacy”; yet, the choice of the single termsagh does not strike one as
being inadequate since it simply seems meant teeleaore interpretative
space to the reader. It is in fact a remark, madeadssing in the third
paragraph, which really alerts the reader to tloeithal nature of this choice:

Our bed—my wife’'s and mine—was in one dark cornbere we'd arranged some of
the tall, black-canvas scenery drops for our psivdtiough, of course, there was no one
for us to need privacy from. (3)

Respect for or breach of privacy is not even aendtr debate as it is
the concept itself which is made to sound radicaliguitable and is casually
done away with, this being achieved, in a furthamagdox, by putting the word
into relief through the principle of end-focus. Awx the concessional final
sentence, it too relies on deviation as one setisdsthe lack of need for
privacy is not linked to the absence of peopleldiab break it, but to non-
existent marital intimacy, as suggested by the atars strange need for
reformulation: “Our bed—my wife’s and mine—{...]".

This brings us back to the very beginning. “Thisved a time when my
marriage was still happy”: the narrator’'s attentiees seemingly goes as far as
supplying us with a proleptic synthesis of theljaiong passage that functions
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as orientation. However, well before the disturbatigsion to the marital bed,
as soon as line 2 in fact, the reader understdmatstte incipit, isolated by
paragraphing, is indeed disconnected from whabtal (see the extended
guotation of the opening passage in the first phdve). The halting rhythm of
line 2 which contradicts the fluidity of the punation-free opening sentence,
the negative symbolism of winter, negative lexigasupposition in “l was, of
course, still trying to write” which suggests natiyfailure but durable failure,
and the final words of the paragraph which pull #maleptic fragment in a
somewhat opposite direction from that initiatedtiee incipit (“still happy”
suggests that happiness has been enjoyed for smmevhereas we learn that
the couple are recovering from hardships)... : elmgtindeed runs counter to
the narrator’s initial statement. Finally anoth@igre subtle detail contributes to
the undermining process: what is the need of suchx@ositional passage if
most of the facts carefully expounded are suppgselNious: “of course” is
repeated twice (paragraphs 2 and 3) and taken tieieven more striking —
because obviously reflexive about the narratoriguistic activity — expression
“needless to say” at the beginning of paragraplObir wish, needless to say,
was to stay out of the apartment as long as wealcoil)

Paragraph 6, too, relies on narrative perversiaoim ws false start, or
fake instantiation of a complicating action: “And # happened that ...”,
which actually introduces more iterative and exposal narration: “And so it
happenend that on many nights that winter, in thlel,darge, nearly empty
room, | would be awake [...]. And often | would watke floor from window
to window [...]" (4). At this stage, the story givéise impression of heading
nowhere, indeed matching the sterile back-and-fodlkement of the protagonist.
The true complicating action, however, comes inret paragraph:

It was on such a cold night that—through the wind@wthe back of the flat, windows
giving first onto an alley below, then farther a&s@ space where a wire factory had been
demolished, providing a view of buildings on theeet parallel to ours—I saw, inside a
long, yellow-lit apartment, the figure of a womarovey undressing, from all
appearances oblivious to the world outside the aindlass. (4)

Not only does the complicating action, which is mtei@ move the plot
forward, prove physically static in the diegestsgian act of perception), it is
textually so also, as the narration of the turrpoint is interrupted twice: first
frozen as it were by a long parenthetical passag@renthetical both in terms
of punctuation (dashes) and syntax with the emiveddi prepositional phrases
and non-finite clauses — and then delayed by tleppaing of the object of
the finite verb (“I saw, inside [...], the figure ef woman undressing.”) The
analeptic fragment within the parentheses andepeated use of a non-finite
ing-form blur the status of the paragraph, otheewmsade of a central
“narrative clause” characterized by a simple passé (Toolan 2001, 148). The
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precision in the next paragraph “Because of theadc®, | could not see her
well or at all clearly”, which calls into questidhe very complicating action
itself, thus simply brings to symbolic completidretcareful linguistic process
of deconstruction.

As mentioned before, the unfolding of the plot o®rs delayed by an
entire paragraph devoted to evaluation (paragr&ppabe 5, quoted in full in
part one). Assessing in a seemingly classic wapdisonal involvement in the
story, the narrator once again produces self-décaive discourse as those
lines, supposed to sustain the tellability and s$ignificance of the story,
become the locus of uncertainty and suspect irg&pon. The anaphoric
emphasis on the adverb “undoubtedly” ultimatelydieg to the use of the
stronger marker of certitude “I am sure” cannoffisefto offset the initial “|
don’t know” and the regressive movement on thetepi scale which lies at
the core of the paragraph: “Undoubtedly [...] It iscapossible [...] | may even
have felt [...]”. Furthermore, the improbable readwfgthe diegetic situation
by the narrator: “the sight of the woman [...] helé somehow, insulated me
and made the world stop and be perfectly exprassibltwo poles connected
by my line of vision” (with the awkwardness of tiwerding “it made the world
[...] be” which contradicts the claim to flawless eagsion “perfectly
expressible”) and the vague and allusive naturth@fconcluding line (“I am
sure now that all of this had to do with my impemdfailures”) run counter to
the very purpose of evaluation, i.e. one of cleaifion.

“Narrative-paragraph-initial sentences are a sighalarrativity”, Michael
Toolan reminds us in his more recent bd&krative Progression in the Short
Story: A corpus stylistic approac{2009, 126). Yet the next paragraph
aporetically opens as follows: “Nothing more hama#¥n(5), and the negation
of all further development is symmetrically echoatdthe far end of the
paragraph: “It was all arousal and secrecy anditiliéess and really nothing
else.” (6) However, the crucial twist in the plst yet to come, namely the
protagonist’s decision to leave his flat one dayig rise to a long passage
characterized by a multitude of verbs of movembat &lso set the story into
narrative motion) and his passing the woman at close quaderthe street,
which soon leads to what, in terms of sheer plgftiappears as minimal
resolution: the discovery of the woman'’s old agd athnicity (and therefore,
we infer from the narrator's point of view, her foond alienness). Then
surprisingly, andn extremisas it were, the narrative suggests the possilafity
a criminal turn to the plot, a belated complicataxgion which is immediately
dropped:

I might suddenly have felt the urge to harm hed aasily could've. But of course that

was not my thought. She turned back to the doorsamaned to hurry the key into the
lock. (7)
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So by the time they reach the coda, the seasoadérerobably expects
nothing but fake closure, which they are indee@gi{see the full quotation in
part one above). The symbolic shutting of a doostaple of closed endings
according to Bonheim (119, 139), is here displacedo the secondary
character, while it is movement which is foregroeds regards the hero, the
non-finite -ing form “my life entering” seeminglyoademning him to endless
wandering, indeed an aporetic form of imprisonnamd therefore of closure.
Lasting imbalance is created through the preseh@@mradictory elements:
“as it was at that moment” jars with “its first,ng cycle of necessity” and
“oddly” contradicts not only “but in no way surgrigly” but also the adverb
“simply”. Nothing is indeed simple as the storysde, and the expression “its
first, long cycle of necessity”, not unduly complas such, is anything but
clear and remains patrtially irrecoverable for thader.

The path of interpretation

Bonheim (157) contends:

To grasp the ending of a story as totally open réager would have to see it as a blind
alley or an excrescence, a useless extension euts&l narrative economy; in other
words, artistically inferior. No writer will wantot write such an ending, at least, not
deliberately [...].

[... The] critic who claims to have found a genuinefyen ending is in effect confessing
his inability to interpret it. [...].

We are ready to confess here our inability to pretr Ford's open
ending with certainty, yet we are certain thasiindeed the fruit of a deliberate
strategy on the author’s part, in keeping withtipe of narrative discourse he
has his first-person narrator develop, and thtius makes up an integral part
of the meaning of the story. And though no selflesed signification is
waiting there in a text for the critic merely taack open, stylistic scrutiny can
help us on the asymptotic quest for meaning aretpnttation: one personal —
subjective and incomplete — response borne ounpuiktic facts.

The above analyses have left undiscussed manytaspiethe text; yet,
to quote Geoffrey Leech (297): “This unavoidablkeskon is also part of what
makes stylistics an interpretative enterprise rathan a mechanistic or purely
descriptive approach.” Our analyses orient inteéghi@n in three directions.
First, the obvious discrepancy between the surfieecture of the narrative,
offered as bait to the reader, and the more comablity of the text is but a
device of indirect characterization, bringing teadticonfirmation of the
protagonist’s deceitful nature. Under cover of iitee guidance, which entails
his being scrupulously respectful of Grice’s maxiaismanner and quantity
notably, the narrator actually cheats on us whiehaps trying to lull our
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critical faculties to sleep. The second and revenget concurrent — interpretation
is that such emphasis on textual deceit mimes $atha deceptiomndergone
by the narrator: the text flags a warning about tanger of deceptive
appearances, those of which the narrator is algctian: the woman is not the
attractive young female, offered to his captiveegdhat he took her to be, just
as the text, with all its red-herrings, is not tleat and smooth construct offered
to our passive consumption that it may seem orsaréading.

However, the “ideal” reader is very unlikely to lfglrey to the text's
deceitfulness as the signs of duplicity abound sometimes seem excessive.
And therefore, isn't the only individual unable $eethrough the text the
narrator himself, blinded as he is by the proximitf his own painful
experience? This sends us on a third interpretatask, that of self-deception
which, after all, prolongs what the story suggestsa diegetic plane: the
protagonist may well have wilfully blinded himsetf the reality of the scene
under his eyes at the time of the story, as a tasisaing remark alerts us: “the
woman—whom | took to be young” (5). During the vasistic episode, none
of the terms used to depict the woman indicatesber her described thinness
and fragility (“a petite woman in every sense”) htigpe those of someone in
old age, and there are numerous markers of hedgigemic modality in
the passages where she is described. When lookedrefully, the main
description which is given of her at the bottompafge 5 could apply to the
body of an old womahn This forces us back to our first two interpreias: the
text's formal deceitfulness perhaps indeed funetias bait, but not only to
betray the narrator’s deceitful nature; it couldivibe meant to act as a decoy
with a view to manipulating the reader’s perspectiwhile dissociating
themself from the clearly fake appearances of éx¢ the reader is probably
more likely to adopt the narrator’s faulty — yel thie time ambiguous — point
of view of the woman, and thus to experience ssepait the end, their faculties
having been mobilized in a different direction. §hn turn means that the
reader’s potential pride at not letting themselfleeeived by false appearances
(those of narrative structure) in the end sufferstaff.

However, we have not exhausted the question optbegonist’s self-
deception and its relationship to the form of thet.tDelusion is not only that
of the narrated-I, a character in the story, alzoutoman turned pure fantasy,
but first and foremost perhaps that of the nargatirit remains to be seen how
his story, and more specifically the very narratae that produces it, also
proves but solipsistic instrument of self-delusidhe self-deceptive narrative
process functions on three levels, and pragmatiisagain be our point of
entry into the text.

1 This argument is notably developed by Florianglier (2008, 211-212).
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First the incipit, with its two-fold play on presppsition, seems to betray
the narrator’s inability to face the failure of higarriage. Indeed the indirect
reference, via presupposition, to the subsequdntdaof the marriage (“This
was at a time when my marriage was still happysppposes that the marriage
ceased to be happy) not only allows for a more dtenopening that engages
the reader’s participation; it also permits therat@r to avoid pronouncing
more painful words, and therefore to avoid reality, idea which the second
effect of presupposition, anchored in the cleficure, confirms. Indeed, “This
was at a time when” presupposes the truth of thesel complement “my
marriage was happy”; however, as has already bbemrs this view is
immediately contradicted by the next lines thategav bleak picture of the
couple. The narrator thus foregrounds, but forows sake it seems, a blatant
falsehood that shields him from personal sufferthg,unsettling truth however
surfacing in the Freudian slip “my marriage” (whémur marriage” would
have seemed more logical).

The second object of self-delusion is the narrat@mwn true self.
Building up a story around his voyeuristic impulgedually appears as a
possible way for the narrator to deny a more dihgr fact: that of his
potentially violent nature. Because they violatéec&s maxim of quantity, the
narrator's repeated negations (“Nothing more hapgén p.5, “There was
nothing else” — p.6, “For no particular reason”.6)pgrow suspect, and when
one more denial arises at the very end: “I mighiehilt the urge to harm her,
and easily could've. But of course that was notmg thought” (p.7), the
possibility dismissed instead looms large in thadex's mind despite the
contracted form “could’'ve”, a typographical attentptminimize the risk. One
knows the force of what Gerald Prince calls thesfidrrated”, i.e. “terms,
phrases and passages that consider what did doesrnot take place” (Toolan
2009, 148); as underlined by many critics, “theategs in fact create what
they negate”. The last but one sentence, in its weird wordtayld not be
more telling: “I didn’t want her to think my mindaotained what it did and also
what it did not” (7). The carefully-suppressed ltrof the character lies hidden
in the text, behind the words or between the livegiting to spring to the
reader’s attention, the reader to whom it fallsslease the unsaid of the téxt

The quotation is from Nina Ngrgaard (Toolan 20088), but one also thinks of cognitive linguist
George Lakoff's famous 2004 stufyon’t Think of an Elephant: Know Your Values andife the
Debate

The reader probably infers that some part of gueator did feel an urge to harm or crush this ragei
sexually undesirable woman, who has humiliatinglyuaed his ludicrous desires. They also come to
understand that he probably sees himself, or mbkdle, his secret sharer, in the old Chinese woma
who seems as cold, solitary and uncommunicativeniasself, an interpretation borne out by the
multiplication of contracted forms at the end — ‘stive been” or “could’ve” — which might betray the
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Last, and perhaps most central of all, it can lggied that the narrator
probably writes up this carefully-built story todgeat bay an inexorable sense
of emptiness and, beyond, of overwhelming meanssgless. The discrepancy
between the wilful transparency of form and thémdte opacity of the story
(Gay, 211-214) is indeed arresting. It is our fir@ntention that the
justification for this strange story is in its vefgrced form, which draws
attention to the act of telling itself and the needcreate something — be it a
fake construct — in order to fill an insufferableid?. Abiding by the six stages
of narrative progression gives the narrator a de@udense of going somewhere,
a fantasy that the story endlessly contrafli@sthe same time, underlining the
contours of story-telling aims at entertaining thetasy of diegetic substance,
where in fact, as suggested by the text, thereoikimg but a sense of void.
In the final analysis, “Privacy” is perhaps an umegious, and desperate,
solipsistic act of self-sustenance in the face athimgness. Of course, the
reader too, in the process, is given a hint oflafter, and indirectly forced to
confront it. The final story oA Multitude of Sings entitled “Abyss”, and it has
the Grand Canyon, a gigantic hole, as its cenyrabs!. From the very outset
of the collection, however, the reader has been Idgulough textual
manipulation, to approach the edge of an abysdal Wbhile being seemingly
advancing along a safe narrative path.

Conclusion

In the conclusion to their bookhe Language and Literature Reader
Ronald Carter and Peter Stockwell write (297): “[.the mark of a good
stylistician is someone who selects a particulaldital tool best suited to the
passage in hand.” Without pretending to come uphtr definition, we
contend at least that Labov’s theory is a very foélppparatus for analysing
Richard Ford’'s short story “Privacy” as it enablesto lay bare its deceitful
narrative mechanism, a structural element thay fodirticipates in the thematic
understanding of the text. Furthermore, in the exinof this collection of
essays which celebrates Geoffrey Leech and Michheit's landmarlStyle in
Fiction (1981), this contribution’s resort to close stytisscrutiny of Ford’'s
short text, pays homage to these linguists whoaby/ses of literary extracts in

narrator’'s ultimate, and desperate, attempt tobéskacontact with an addressee that these oralsfor
render more tangible.

4 The fact that the apartment’s previous occupary, \®a we learn in the opening lines of orientateon,
“famous avant-garde theater director” who “put @& jagged, nihilistic plays there” (3) is one dégs
element that contributes to the overwhelming sefiseid and meaninglessness that pervades the story

5 Not only does the protagonist remain static aral drily outing short-lived, the multiplication of
repetitive linguistic patterns breeds an impressibmotionlessness and sterility.
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Style in Fictionshowed what powerful interpretations can be derivedh the
application oflinguistic tools to literature. Albeit to the detrent of the
academically-expected final stage of a rigorousadd@ conclusion, we simply
wish here to thank them for the luminous exampdsy tiave set, and still do to
this day, for critics who choose the path of stidssinto literary texts.
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LANGUAGE AND STYLE
IN DAVID PEACE'’S 1974:
A CORPUS INFORMED ANALYSIS

Dan Mclntyre
University of Huddersfield, UK

Résumé: Cet article entend démontrer le potentiel intetqif de I'analyse de corpus pour
conforter ou corroborer une analyse stylistiquelitpteve. En s'intéressant a un passage du
roman de David Peact974 on démontre que I'analyse de corpus permet daevales assertions
qualitatives et de proposer une méthode relativernbjective permettant de sélectionner un
passage pour une analyse qualitative.

Mots-clés: 1974, AntConc, linguistique de corpus, David Pedaeeyness” Wmatrix.

Introduction

One of the inherent problems with analysing prosi#oh is summed up
by Leech and Short in their now famdsiyle in Fiction

...the sheer bulk of prose writing is intimidating;.] In prose, the problem of how to
select — what sample passages, what features tly stuis more acute, and the
incompleteness of even the most detailed analysig mpparent.

Leéch and Short 2007, 2)

There are, in fact, two issues here. One is theplsirfact that it is
impossible to analyse a whole novel qualitativelyhie level of detail required
by stylistics. The second is that, because of this,necessary to select a short
extract from the novel in question to subject talgsis. The consequent
problem is how are we to choose which extractudys
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Since, as Leech and Short point out, ‘the distisiginig features of a
prose style tend to become detectable over lorigetckes of text’ (2007, 2), it
is not surprising that in recent years there hanlan increase in the use of
corpus linguistic software that enables the anslg§ilarge quantities of data
(see, for example, Bussst al 2010, Fischer-Starcke 2010, Mahlberg and
Mclintyre 2011 and Walker 2010). However, corpuguiistic methods alone
do not offer a complete solution. While corpus lirsgic techniques can
provide valuable insights into the general properof a text, for the approach
to work to its best advantage, it needs to be ursednjunction with qualitative
analysis. It is no use providing the quantitativealgses recognised as
necessary by early stylisticians if we then faiflash these out with the detail
that only qualitative analysis can provide. Thealdecenario, then, is to use
corpus linguistic methods to assist in the selactd textual samples for
gualitative analysis, and to then support that itatade analysis with insights
from corpus-based investigations. In methodologteamms, this approach is
analogous to Spitzer's (1948) philological circléis represents the analytical
process generally followed by stylisticians whed@iguistic analysis enhances
literary insights and, in turn, those literary gisis stimulate further linguistic
analysis. Methodologically, it should be possildeathieve something similar
in terms of combining corpus- and non-corpus basedhods of stylistic
analysis; i.e. corpus linguistic analysis determiilee choice of sample for
qualitative analysis and qualitative analysis tdetermines the direction that
further corpus analysis takes.

In this article, | aim to demonstrate the possil@i of this corpus
informed approach through an analysis of David F'sagovel1974 This is
the first book in Peace'®Red Riding Quartetwhich focuses on police
corruption set against a fictionalised accounthef Yorkshire Ripper murders
that were carried out in Leeds, Bradford, Manchestel Huddersfield, in the
UK, between 1975 and 198Q974 is narrated in the first-person by Eddie
Dunford, Crime Correspondent for the local newspapbe Yorkshire Post
The story takes place in West Yorkshire and begwiitis the discovery of the
body of a girl who has been brutally murdered, el as mutilated by having a
pair of swan’s wings stitched to her back. As Eddiesstigates the crime, he
discovers potential connections between the yointg gwurder and a series of
other child murders in the recent past. Howeves ivestigation is hampered
by the utter corruption of the police force.

The story is bleak, realistic and powerfully tolBeace is widely
acknowledged to be a distinctive writer stylistigalsee, for example, Shaw
2010, 2011) and my aim here is to show how a conpiasmed analysis can
account for the literary effects of the wealth tflistic devices present in his
writing.
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Text selection

One advantage that corpus linguistics offers isddugacity to help the
stylistician determine which part of a long textliely to be of particular
interest stylistically and therefore worthy of dietd qualitative analysis. The
keywords function found in most corpus analysistvgafe is particularly
helpful in this respect. For the analysis repoitethis article | used AntConc,
a free concordancing program by Laurence Antho@L12 Using AntConc it
is possible to determine which of the words in yolwsen text (which we can
call our target corpd} are statistically over- or under-represented cameqh
against their distribution in a larger referencepos. The over- or under-
represented words are keywords.

Keyness and keywords

To calculate keywords fat9741 compared the novel against the FLOB
(Freiberg-Lancaster-Oslo-Bergen) corpus. FLOB @a million word corpus
of written British English covering a wide varietyf text-types. For the
purposes of keyword analysis, the corpus lingusstuees that the reference
corpus provides a measure of the normal distriputibwords against which
the frequency of words in the target corpus caodmapared. AntConc calculates
keyness using a statistical measure called logjtiked?, which assesses the
difference between the frequency of words in tngatand reference corpora,
and how likely it is that any difference is genuynsignificant rather than due
to chance alone. This is perhaps easier to undersfawve take a concrete
example. If we look in the FLOB corpus we find ttia¢ wordpower occurs
405 times in 1,128,043 words. Assuming that the BLEbrpus has been
constructed to be representative of written Britighglish generally, we can
say that this is its normal frequency. If we theakied in a corpus of 112,804
words (i.e. roughly ten times smaller), we woulgeot to see the worngbower
turning up ten times less often: i.e. roughly 40e$. Of course, it would not be
surprising if we found thggtowerturned up 41 or 43 times. Some variation is to
be expected. However, it would be very surprisindeed if we found that
powerturned up 1000 times in a corpus of 112,804 wokdsesult like this
cannot be down to the chance selection of texteeal@000 occurrences is

1 Strictly speaking, corpus linguists would not Usueonsider a single text to constitute a corpuse, as
Sinclair (2005) points out, it does not allow foengralisations about language use as a whole. In
practical terms, however, it is entirely possibie analyse a single text using the corpus linguistic
technigues employed in the analysis of large carpor

2 A chi-square test is also available; see van Beat (2012) for a discussion of appropriate statistica
tests for Humanities research.
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significantly more than the normal frequency we idoexpect and suggests
that the texts in the corpus are skewed in termsheir content (i.e. not
balanced or representative of the language geweratl such a casegower
would be a statistically significant keyword.

Keywords are interesting to examine because thgyhequestion ‘why
is this word key?’ This is a question of functiomhich, unsurprisingly, is
of particular interest to stylisticians. A startipgint for a corpus informed
stylistic analysis, then, might be to determine kg words in the target text
and investigate why it is that they are so over-uader-represented. For
instance, it may be that keywords reveal some dvér@matic concern (see,
for example, Mahlberg and Mcintyre 2011) or thaytlact as style markers
(see Culpeper 2009).

A keyword analysis 0il974 reveals that the following are the 20 most
over-represented words statistically:

|

the
my
you
what
fucking
he
said
it

10. no
11. she
12. Barry
13. me
14. a
15. yeah
16. you
17. Jack
18. door
19. and
20. up

CoNooRr~ONE

Some of these results are to be expected and exefdie not particularly
interesting interpretatively. For instance, thealds a first-person narration so
it is no surprise to find the pronodirused more than we would expect it to be
normally. The same is true aofiy. Again unsurprisingly, the keywordhat
appears in interrogative sentences and its ovasugerhaps explained by the
genre of the novel. This is to some extent a thrikhnd questioning of
characters by other characters may be connectegldb exposition.
Interestingly, the first lexical word on the listfucking | therefore decided to

13¢



Language and Style in David Peac&%74 a Corpus Informed Analysis

investigate this keyword further and use it to daetee a small section of the
novel to subject to qualitative analysis.

Keywords and concordance plots

Having identified a keyword to hone in on, the nissue is to determine
(i) which section of the whole text contains instes of that keyword, and (ii)
which of the sections where the keyword is fourel@ndidates for qualitative
analysis. The concordance plot function in AntCoac be used to help narrow
down this search. Concordance plots (sometimesctédlspersal plots) indicate
the position of a chosen search word in the coffdas For example, the
concordance plot fofuckingin a file comprising the whole novel shows that
the keyword is spread fairly evenly across the whekt (single black lines
indicate the presence of the keyword; thicker limelicate conglomerations of
keywords):

HIT FILE: 1 FILE: 1974.txt

Mo, of Hits = 315
File Length [in chars] = 4623973

Fig. 1 Concordance plot dfickingin whole text

Fig. 1 clearly shows the keyword is not concenttratea particular part
of the novel but is instead fairly evenly dispersEdis in itself is an interesting
result but is not particularly helpful for deternmg an area to focus on for
gualitative analysis. To this end, it is usefulseparate the novel into chapter
files. Concordance plots for each chapter can beenalculated. The plots for
the first two chapters are shown in fig. 2:

HIT FILE: 2 FILE: Chapter 007 tat
(L | 1 N 11 I N 3t e

HIT FILE: 3 FILE: Chapter 002 tst
L L Ll IR s
File Length [in chars] = 36055

Fig. 2 Concordance plot dtickingin chapters 1 and 2

Examining concordance plots for single chapterssimilar to
zooming in on a particular area of a street mape f@sult is a clearer
picture of what a particular area looks like. Rigshows thafuckingis
present in both chapters 1 and 2 and that theaeperticular clustering
of keywords towards the end of the second chaptelicated by the
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thicker black lines). The question of why the keysvghould cluster at
this point in the chapter is an interesting startpoint for a stylistic
analysis. For this reason, | decided to focus @nethd of chapter 2 for
gualitative analysis. Clicking on the thick blagkd in AntConc takes
you to the second paragraph in the extract belmacdntextualise this, |
have included the preceding and subsequent pategyaghe selection
(instances of the keyword are marked in bold andtesees are
numbered for ease of reference):

138

If it bleeds, it leads. (1)

‘How'd it go with Hadden?’ Kathryn was stanginver my desk. (2)
‘How do youfucking think,’ | spat, rubbing my eyes, looking for someaasy. (3)
Kathryn fought back tears. (4) ‘Barry says to teluyhe’ll pick you up at ten tomorrow.
At your mother’s.’ (5)

‘Tomorrow’s bloody Sunday.’ (6)
‘Well why don’t you go and ask Barry. I'm not youlobdy secretary. I'm ducking
journalist too.’ (7)

| stood up and left the office, afraid somewmeild come in. (8)

In the front room, my father’'s Beethoven as loud dared. (9)
My mother in the back room, the TV louder still:llbam dancing and show jumping.
(10)

Fucking horses. (11)

Next door’s barking through the Fifth. (12)

Fucking dogs. (13)
| poured the rest of the Scotch into the glassrantembered the time when I'd actually
wanted to be &ucking policeman, but was too scared shitless to everflis)

Fucking pigs. (15)
I drank half the glass and remembered all the sovetainted to write, but was too scared
shitless to even try. (16)

Fucking bookworm. (17)
| flicked a cat hair off my trousers, trousers naghter had made, trousers that would
outlast us all. | picked off another hair. (18)

Fucking cats. (19)
| swallowed the last of the Scotch from my glasdaced my shoes and stood up. (20) |
took off my trousers and then my shirt. (21) | sexd the clothes up into a ball and threw
them across the roomfaicking Ludwig. (22)
| sat back down in my white underpants and vestciosked my eyes, too scared shitless
to face Jackucking Whitehead. (23)

Too scared shitless to fight for my own stqa)

Too scared shitless to even try. (25)

Fucking chicken. (26)

I didn’t hear my mother come in. (27)
‘There’s someone on the phone for you love,’ shié, slrawing the front room curtains.
(28)
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‘Edward Dunford speaking,’ | said into the hall plep doing up my
trousers and looking at my father’s watch:

11.35 p.m. (29)
A man: ‘Saturday night all right for fighting?’ (30
‘Who's this?’ (31)
Silence. (32)
‘Who is it?’ (33)
A stifled laugh and then, ‘You don’t need to kno(&4)
‘What do you want?’ (35)
‘You interested in the Romany Way?’ (36)
‘What?’ (37)
‘White vans and gyppos?’ (38)
‘Where?’ (39)
‘Hunslet Beeston exit of the M1."’ (40)
‘When?’ (41)
‘You're late.’ (42)
The line went dead. (43)
(Peace 1999: 43-44)

The above example demonstrates that the combinatiokeyword
analysis and concordance plots can be a useful snefadetermining a short
section of a text to subject to qualitative analy3ihe next stage is to move on
to this more detailed analytical level.

A qualitative analysis of an extract from1974

A traditional method of doing stylistic analysis ts follow Spitzer's
(1948) technique of beginning with an intuitivepesse to the text in question
and then validating (or invalidating) this impressthrough linguistic analysis.
My intuitive response tol974 is to note an overwhelmingly negative
atmosphere described by a narrator who appears teolatile and almost
irrationally angry. As a character he gives theresgion of being instinctive
rather than contemplative, with a tendency towanldén speaking, the latter
quality perhaps being indicative of a fairly bageel of education. Underlying
my analysis ofl974 there is an additional research question to bevenesl:
namely, what is the function of the keywdttkingin this extract?

Keywords in context

First of all, we can observe that the nine instanaigfucking from the
concordance plot occur in the second paragraptaengart of the first-person
narration of Eddie Dunford. The other two exampgleshe selection above
occur in direct speech in the preceding paragr&phthermore, seven of the
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examples from the second paragraph occur in instaot free direct thought
presentation (see Leech and Short 2007, Chapten W)ich Eddie apparently
addresses himself. These instances constitutdistisgily interesting scheme.
Each instance dtickingis followed by reference to an animal:

Fucking horses. (11)
Fucking dogs. (13)
Fucking pigs. (15)
Fucking bookworm. (17)
Fucking cats. (19)
Fucking chicken. (25)

The first two examples of thish¢rsesand dog9 express Eddie’s
annoyance at, respectively, the show jumping pragra which he can hear on
the television in the next room and the barkingthef dog in the adjoining
house. There is something comic in the fact thatiéZsl annoyance is directed
at the animals generally rather than the noise lwiicthe actual locus of his
irritation. Following this, the next reference @s'tucking pigs’, which deviates
from the previous two structures in that the anineéérence is metaphorical,
pigs being a slang term fguolice The lexical and syntactic parallelism of the
three examples, with the semantic deviation inttivel example, generates the
effect of Eddie viewing the police as being on shene level as animals which
cause him annoyance. The next phrase in the séuelsing bookworn’, is an
instance of Eddie turning his ire against himselfréferring scornfully to his
literary ambitions. This metaphorical use of anmaliterm has the further
effect of characterising Eddie as small and ingicgmt, especially when
contrasted against the ‘pigs’ of the police for€here is a return to a literal
animal term in the next phrase, and the switch froimospective self-loathing
to general irritation at cats seems blackly confibe final phrase in the
sequence again constitutes self-assessment, chittken being a common
euphemism focoward The general function of this sequence is to cyrikie
emotions of irritation, self-loathing and angerriiaddie feels, thereby aiding
the characterisation process. The repeated uleking appended equally to
referents which generate both mild irritation (ecgt9 and extreme loathing
(e.g. pigs characterises Eddie as extremely tense, angexrdt das by both
serious and minor issues. This anxiety is reinfiriog the parallelism of the
sentences that intersperse the free direct thquegisentation (14, 16, 18, 20).
Dynamic verbs indicate a series of small-scaleoasti(‘l poured...’, ‘I
drank...’, ‘I flicked...’, ‘I swallowed...”) which suggédsrestlessness and
nervous tension.
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Speech and thought presentation and sentence struce

The nature of stylistic analysis is that one anedytinsight leads to
another. In the case @B74 the fact that the keyworfdickingoccurs primarily
in short bursts of free direct thought presentatieads naturally to a
consideration of the general functions and effeftdiscourse presentation in
the extract. What is clear is that all speech masgi®n is either direct speech
or free direct speech (see Leech and Short 20065585 and Chapter 10
generally for the model of discourse presentatimpleyed here). That is,
speech is presented using the most maximal prdégentaptions available;
there is no narrator interference. Thought, onatier hand, is presented in a
variety of forms: free direct though (e.g. ‘Fuckicats’), Narrator’s Report of a
Thought Act (e.g. ‘remembered all the novels | wedntto write’) and
Narrator's Report of an Internal State (e.g. ‘Toarsd shitless to even try’; see
Short 2007 for more on this category). The distorctbetween speech
presentation and introspective thought is emphddisethe lack of narrator
interference in the former. There is consequentlydistinct change in
atmosphere between the first and second paragiptie extract, as Eddie
moves from an external presentation of speech matharrator interference to
a highly introspective presentation of thought.

What is also interesting in relation to speech todight presentation in
the extract is the presentation of narration (tlaer&tor’'s Report of Action, as
Short 1996 terms it in relation to discourse pres@n). While the narration in
paragraph one is conveyed in full sentences, papagiwo has some marked
differences. Sentences nine, ten and twelve armialbr sentences, lacking a
main verb. In this respect, they have more in commath dramatic stage
directions than conventional past tense prose ti@mralhis sparse narration
has a tendency to occur when Eddie is alone (sdatyule 2011 for further
comment on this issue) and appears to belie adbc&ncern on the part of the
narrator for descriptive minutiae. The effect tthas generates is the suggestion
that Eddie has little regard for anything beyond immediate concerns; the
narration is the bare minimum needed to estabfistsense of time, place and
action that Eddie needs in order to relate whatdmsiders to be the important
elements of the story. Further evidence of this lmarseen in the minimal use
of reporting clauses for direct speech and the guréprance of free direct
forms. This also creates something of a cinemdfece in the sense that the
emphasis here is on mimesis rather than diegesis.
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Sentence length

Related to sentence structure is the issue of semiength, which Leech
and Short (2007) deal with analytically by compagriteir analyses of this
stylistic feature to the norms determined by Eltdg@ 978) in his analysis of
the sentence structures of texts in the Brown coriine so-called Ellegard
norm for sentence length, determined through cogmadysis, is 17.8 words.
The graph in fig. 3 compares the length of sententéhel9d74extract against
this norm:
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Lexical features

Related to the simple sentence structure that datesnthe extract is a
tendency towards direct and concrete expressioerims of lexical choice. Of
the 64 nouns (excluding proper nouns), just eigbtadstract. The dominance
of concrete nouns is appropriate for a direct ataingspeaking narrator.
Similarly, of the 30 adjectives there are just eletypes, the majority of which
relate to fearghitless scared afraid) and angerfgcking. The remainder are
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strongly negative in connotation (e.gtifled dead bloody). The lack of
adjectival variation is also indicative of a lindt@ocabulary on the part of the
narrator, which again works as a characterisatimricéd. The past tense verbs
in the passage are predominantly intransitive {131y perhaps emblematic of
a lack of purposefulness on the part of Eddie. Aolvere primarily emphatic
(still, actually, even too), which, in combination with the other lexical and
grammatical features discussed, further contribtethe characterisation of
Eddie as volatile and highly strung.

Supporting qualitative analysis with corpus-based malysis

The analysis in section three begins to explairsthece of some of my
impressionistic responses to th@74 extract. The impression of volatility on
the part of the narrator, Eddie Dunford, arisessame measure from his
tendency to express the same level of anger towandsr and major issues.
His plain-speaking nature is conveyed via his kabitvocabulary, by the
predominance of concrete rather than abstract noammd by the lack of
concern for descriptive detail in narrative sengmcMaximal speech
presentation forms and a lack of reporting clausks® contribute to this
straightforwvard and sparse narrative style. Havasgablished all of this
through qualitative analysis, we might now retumthe corpus analytical
method to seek further support for some of thenddieing made.

Key semantic domains

One possibility, offered by the Wmatrix softwareckage (Rayson
2009), is to calculate not just keywords buy kegnaetic domains. Wmatrix
does this by automatically applying semantic tagswvery word in the target
corpus using USAS (UCREL Semantic Annotation Sy¥tdihe USAS tagset
is based on theongman Lexicon of Contemporary Engli@ficArthur 1981)
and is essentially an inbuilt thesaurus, allowimg $orting of constituent words
into semantic categories. Once this process hasdmapleted, it is possible to
compare the distribution of semantic domains inténget corpus to that of the
semantic domains in a reference corpus, in ordetetermine those that are
over- or under-represented in relation to the ndrhe log-likelihood statistical
test that Wmatrix applies in order to work this bas numerous cut-off points
depending on the degree of confidence we wish poess in terms of the how
likely it is that the observed result is a sigrafit one. Given that the extract
from 1974is short, it is sensible to choose the highesbéiupoint of 15.13, a
figure which indicates 99.99 per cent certaintyqQy®901) that the result we are
seeing is not down to chance alone. Using the BNftt& Imaginative
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sampler as a reference corpus and applying thisfEutoint to the list of key

semantic domains generated, we find that the higteesked key semantic
category to be over-represented in 119&4text iSFEAR/SHOCK The keyness
of this domain perhaps emphasises the degree whwhé narrator, Eddie, is
under stress, as well as potentially explainingvioisitiie behaviour. Also key
are the domainsdINDERING and EXCEED; WASTE The former domain

comprises the wordfought fight, fighting and stifled and the category of
HINDERING may well be a source of the perceived negativeosgpmere. That
EXCEED; WASTEIs also a key category is a further trigger fas ttesponse.

Key semantic domains, then, can be useful in détémm the source of
thematic concerns in the text.

N-grams

Another analytical option afforded by corpus lirgjid software is to
view n-grams, or repeated word sequences of aatkfength 1§ stands for any
number, hence a 4-gram would be a sequence ofwords that occurs more
than once). I1974as a whole, the complete list of 5-grams whicheappnore
than ten times is as follows (the number of instanaf each 5-gram is given in
square brackets):

[21] at my father s watch

[19] North of England Crime Correspondent

[13] Detective Chief Superintendent George Oldman
[13] I looked at my father

[13] looked at my father s

[12] Dunford North of England Crime

[11] Edward Dunford North of England

[10] did as | was told

ONogrRLONE

These repeated sequences are interesting styllistieeause of the light
they shed on the narrator's character. This inféiomacan then be brought
to bear on the qualitative analysis presented abbwe example, the most
repeated 5-gram st my father’s watclfthe genitive's is treated as a separate
word by Wmatrix). The fact that Eddie repeatedlyketaa point of referring to
the watch as his father's rather than his own (&ddfather is dead) is
potentially indicative of his sense of loss andhpgs, ongoing grief. This may
be a contributory factor to Eddie’s fragile merdtdte in the novel (evidence of
which can be seen in the extract discussed abNubers four and five in the
list above are sequences related to the first Bxgkagrams numbers two and
three are also indicative of Eddie’s character. i&€duas a propensity for
referring to the police officer leading the murderestigation by his full title,
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i.e. Detective Chief Superintendent George Oldmafhat is clear from the
contexts in which he does this is that this us®Ildiman’s full title is not done
to convey respect. Rather, the use is disparagiinged at demonstrating the
arrogance of Oldman and his fellow officers as thigle behind the protective
hierarchy of the force. Interestingly, though, Edslireference to himself as the
newspaper'sNorth of England Crime Correspondeist similarly disparaging,
suggesting both his awareness of the parochialrenatfi his position and a
degree of self-loathing at being part of a hiergrehhis own. Throughout the
novel, Eddie displays a tendency to despise hinfeelhis own failures, and
the self-mockery he exhibits in his use of his jile to refer to himself
conveys this. The 5-gram is useful for showing hip aispect of his character
across the whole novel, and the information gledrad this can be applied to
the extract discussed above in order to shed futitjet on what motivates
Eddie’s behaviour in this passage.

Conclusion

Inevitably, my analysis of the extract frodB74 is, like any other
stylistic analysis, incomplete. It may be supergselg any analysis which
offers a greater level of detail and interpretatimsight, or it may be
invalidated if evidence from the novel as a whalarters my claims regarding
the specific extract that | have analysed qualédyi Nonetheless, | hope to
have shown that a qualitative analysis that isrmixd by evidence derived
from corpus analysis is more robust than one whglores quantitative
evidence completely. Corpus methods can be us#tkiselection of texts for
qualitative analysis, as well as to support and tles claims made in such
analyses. Ideally, corpus methods should informlitgtiae stylistic analysis
which, in turn, should determine the focus of fertltorpus-based research.
Achieving this methodological blend is likely talkto more reliable and more
replicable analyses, as well as greater insights the source of literary
stylistic effects.

145



Dan Mcintyre

Bibliography

ANTHONY, Lawrence, 2011AntConc3.2.4. Waseda University, Tokyo: School of Science
and Engineering. Available at: http://www.antlabvgaseda.ac.jp/software.html

Bussg Beatrix, MCNTYRE, Dan, N3GAARD, Nina and Toolan, Michael, 2010. « John
McGahern's stylistic and narratological artexis5: 101-31.

CuLPEPER Jonathan, 2009. « Keyness: words, parts-of-spaadtsemantic categories
in the character-talk of Shakespeare’s Romeo artiét v International
Journal of Corpus Linguistics 14(1): 29-59.

ELLEGARD, Alvar, 1978.The Syntactic Structure of English Texts: A Compbdsed
Study of Four Kinds of Text in the Brown Universitgrpus Gothenburg:
Acta Universitatis Gothoburgensis.

FISCHER STARCKE, Bettina, 2010Corpus Linguistics in Literary Analysis: Jane Auste
and Her Contemporaries ondres: Continuum.

LEECH, Geoffrey and 80RT, Mick, 2007.Style in Fiction: A Linguistic Introduction to
English Fictional ProseLondres: Pearson.

MAHLBERG, Michaela and M®ITYRE, Dan, 2011. « A case for corpus stylistics: anatys
lan Fleming’sCasino Royale, English Text Constructiod(2): 204-27.

MCAARTHUR, Tom, 19811 ongman Lexicon of Contemporary Englisbndres: Longman.

MCcINTYRE, Dan, 2011. « The place of stylistics in the Esfglicurriculum », in
JEFFRIES Lesley and MalTYRE, Dan, Eds,Teaching Stylisticspp. 9-29.
Basingstoke: Palgrave/English Subject Centre.

PeEACE, David, 19991974 London: Serpent’s Tail.

RAYSON, Paul, 2009Wmatrix: A Web-based Corpus Processing Environnféctiool
of Computing and Communications: Lancaster UnivgrsAvailable at:
http://ucrel.lancs.ac.uk/wmatrix/

SHAw, Katy, 2010David Peace: Texts and Contex@issex: Sussex Academic Press.

SHAw, Katy, Ed., 2011 Analysing David PeaceNewcastle Upon Tyne: Cambridge
Scholars Press.

SHORT, Mick, 1996.Exploring the Language of Poems, Plays and Prdasmdon:
Longman.

SHORT, Mick, 2007. « Thought presentation 25 years oatyle41(2): 225-41.

WALKER, Brian, 2010. « Wmatrix, key concepts and the atars in Julian Barnes'’s
Talking it Over», in McINTYRE, Dan and BSSE Beatrix, Edsl.anguage and
Style pp. 364-87. Basingstoke: Palgrave.

VAN PEER, Willie, ZYNGIER, Sonia and WKEMULDER, Frank, 2012Scientific Methods
for the HumanitiesAmsterdam: John Benjamins.

14¢



IMITATION, STYLE, FICTION:
ETHICS OF WRITING,
ETHICS OF READING IN CHATTERTON,
BY PETER ACKROYD

Marie-Pierre Mounié
Université de Strasbourg

Résumé: L’article revient sur la réflexion menée par éteckroyd sur les notions de style, de
fiction et de réalité a travers le prisme de I'mion ; il a choisi de le faire dans un roman inét
Chatterton dont le héros éponyme fut célebre pour ses pastidu style médiéval.

Mots-clés: style, réalité, fiction, imitation, pastiche, éntextualité, hypertextualité

Introduction

The concepts of “style” and “imitation”, are essahto the works of
Peter Ackroyd and Thomas Chatterton.

Peter Ackroyd is a prolific contemporary British iter who is
particularly interested in British culture and bist, as well as language and
literature. He has written a substantial numbenafels and non-fiction books
such as the biographies of TS Eliot, Charles Diskemd Shakespeare. He has
always clearly shown his cultural lineage and isyvi&lented at imitating,
pastiching the voices and styles of his famousbieaes. InEnglish Music,
which came out five years aft€hatterton one of the characters declares:

“You honour your father by imitating him, just assvlonour an author by the same
means. For what we virtuously imitate we approve admire; since we delight not to
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resemble our inferiors, we aggrandize and magifysé whom we copy.” (Ackroyd
1993, 167)

Thomas Chatterton was a poet who died from argasigoning in 1770
when he was seventeen years old. He is as famotisegpoems he published
under his name as for those he wrote under the vafleomas Rowley, a 15
century monk he invented. He forged the style amchbulary of the Middle
Ages and wrote poems and history from some fragsnehtnedieval culture
that were taken to be authentic till his death.

Chatterton which was published in 1987, is a novel, a wokKiction
featuring fictitious and real characters in thrageks in time whose (hi)stories
are closely linked and reverberated. The firstystmkes place in the 20
century and mostly stages fictitious writers andniaas, such as Charles
Wychwood, Harriet Scrope and Philip Slack who gétriested in the story of
Chatterton after they found a portrait and manpss@pparently written by the
poet after the official date of his death. The secoarrative shows Henry
Wallis and George Meredith during the realisatiérihe painting “The death
of Chatterton” in 1856. The then young poet seag® model for Wallis in
order that the scene should be more realistic, rdowp to what the Pre-
Raphaelites advocated. This painting, which is e tore of the three
narratives of Ackroyd’s novel, is best known as &@arton” and can be seen at
the Tate Gallery in Londdnlt shows a realistic representation of the dezet p
in his garret, with all his manuscripts torn down the floor. The third
narrative unfolds in the i“80entury; it is that of Chatterton, after he settie
London. A third person narrator tells of his vernstl days in his garret in
Holborn.

These three narratives allow Peter Ackroyd to céféout style, reality
and fiction through the notion of imitation. Alrgagresent and promoted in
his early literary manifestblotes for a New Culturevhich he wrote in 1970,
imitation and copying are at the core of Peter AgHis works in general, and
Chattertonin particular. Browsing the novel reveals an ingsiee number of
occurrences of the words “copy”, “imitation”, “sg/l but also “real”, “true” or
“fake”. First, a discussion is brought about arotimg relations between art and
reality, or between language and reality. Ackroyaestions the act of
representing reality, notably by carefully minglirepl and fictitious elements,
which inevitably triggers a reflection on the statnd value of texts and works
and on the way they should be read. Then his cemmia about language and
imitation pave the way for a further polemical dission on the writer’s ethic

1 The painting can be seen on the Tate Gallery'ssiteb
http://www.tate.org.uk/servlet/ViewWork?cgroupid-28®9961&workid=15906&searchid=10238&tabv
iew=image (consulted 02/07/2011)
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of writing, which is tackled in many ways in theheing plots of the novel,
mainly through the notions of hypertextuality amtertextuality according to
Gérard Genette and Julia Kristeva; imitation anddwing are confronted to
the problems of property and origins. This focuswriting and reading will
help me show that the novel appears to deal firdtfaremost with textuality,
making language emerge as the most important dubfditerature according
to Peter Ackroyd.

Imitation, representation, reality

Among the many lines devoted to the question, sgasicularly
challenging cues are worth quoting, such as:

“| said they werdakes | didn't say they were nogal” (219)
He managed toreate anauthentic2 medieval style (foreword)

The use of two stylistic devices, respectively thesis with the parallel
structure of antithetical words (fakes/real), andymoron that juxtaposes
antithetical terms (create/authentic) suggestsféiary is here associated with
art and considered to be authentic material. Tlehatomies real/fake,
imitation/reality, along with the notion of origirare thoroughly blurred by
Ackroyd whose aim is to argue that reality cannetobjectively depicted or
realistically represented because it is hardly iptes$o fix what reality “really”
is. In order to illustrate those issues, Ackroyd lchosen two examples: art,
which is dealt with through the story of Henry Vigalpainting Chatterton on
his death bed, and history, through the story oatt@nton whose name was
chosen for the title itself as it would have beea biography.

These two modes of representation are constamtketzin their relation
to life and reality. Let us first briefly see hoealistic painting is depicted. On
page 132 the T9century plot begins with Henry Wallis and his mo@eorges
Meredith. The two have a different conception @litg and its representation.
Henry Wallis sticks to realism and declares “| caty paint what | see” (133)
and “I am glad that you're amused at my poor atteraprealism (137)", thus
justifying his need for a model, for rehearsals hisdefforts to stage again the
“true” setting of the poet's death place. Meredittswers “And what do you
see? The real? The ideal?”; he is reminding Waflithe myth of Plato's cave.
He adds “Of course there is a reality but (...) @t one that can be depicted”,
and later: “Call it verisimilitude” (137). Wallis'slevices to achieve realism
lead George Meredith to declare: “so the greateslism is also the greatest

2 The highlighting is always mine, unless specified
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fakery” (139), pointing at the fact that he is thiee who is pretending to be
dead and is represented dead on the couch, naie@bat We can feel all this
challenging in another question by Meredith whigeidposing: “Is it becoming

more real?” (138). Of course, as the scene is gthddepicted, the painting

resembles not Chatterton's death itself, but thepa&inting more and more; in
that sense only is it becoming “more real’. Thedezds reminded that the real
painting by Henry Wallis is the starting point df the plots imagined by

Ackroyd but more than that it is strongly suggesteat painting cannot imitate
but another painting, not reality, as languageardy imitate language.

This challenging of mimesis in art goes along vtttk challenging of
history, or historical narratives as being the depn of reality. From the very
beginning of the novel, stable referents, like mefiee books or authoritative
texts, seem fallible. Let us give an example:

'If you don't believe me.' He found theferencebook he wanted and read at loud. (21)

Charles got up quickly and went back to teéerence bookwhich he had consulted a
few minutes before [...] 'Thomas Chatterton compléterdfake medieval poerWala, a
few days before his suicide'. (23)

These examples mention the word “reference” imglyfficial knowledge
and standing for truth; the use of that word igetelling about the status of
the “reference book”. And yet, the trust to placetiis immediately debunked,
asVala was not written by Chatterton but by Blake in 1789 very early in
the novel the status of historical narratives ilatren to reality is questioned,
and Charles directly formulates this on page 40:

‘It's a question of language. Realism is just asi@al as surrealism, after all. The real
world is just a succession of interpretations. Etleng which is written down
immediately becomes a kind of fiction.’

This clings to Hayden White's theory of historyhistorical narratives,
in which events emerge as plotted stories (“empdaiti)®. Reality is equated
to fiction as it is constructed and therefore scibje. Subjectivity is thus
affirmed as inevitably mediating representationjolttis why there is “reality
but not one that can be depicted” (133).

3 See White 1987 and 1999: “It is only by tropingther than by logical deduction, that any givenafet
the kinds of event we would wish to call historicain be (firstyepresentecas having the order of a
chronicle, (secondiransformedby emplotment into a story with identified begimgj middle and end
phases; and (thirddonstitutedas the subject of whatever formal arguments magdoleiced to establish
their “meaning”. (9)
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This inevitable bias is in fact alluded to verylgdn the book, in the
paratext where a short biography of Thomas Chatieprecedes the actual
beginning of the novel. It occurs before the ihifragments and before “Part
One”, and is typographically differentiated fromethovel as it is written in
italics, a convention that leads the reader toidenst as non-fiction material,
as a reference to official information on Chatteisdife. While the reader is
legitimate in reading it as the “true” life of tp@et, it already encompasses the
notion of unstable truth or reality:

It was here on the morning of 24 August 17&Pparently worn down by his struggle
against poverty and failure, that he swallowed récsq...] An inquest was held and a
verdict offelo de seor suicide was announced.

The adverb “apparently” leaves room for anotheerimtetation of his
death. Despite the mention of an enquiry statirsgshiicide, doubt is cast on
this version. It has to be noted that the diffedeingraphies of Chatterton or
the entries in encyclopaedias are not completeberise on his suicide,
though they most often implicitly allude to it. Las look at a few of them.
In 1813, Joseph and Louis Gabriel Michaud indicatetheir Biographie
Universelle, Ancienne et ModerngAfter several days without eating, he
poisoned himself with arsenic (286)"They do not clearly mention his suicide
but seem to establish a causal link between Chatterstarving and his taking
of arsenic. Charles Bonnycastle Wilcox, in the bigduical part ofThe
Poetical Works Of Thomas Chatterton with Noticeshisf Life published in
1842, clearly asserts his suicide: “The suicide effscted by arsenic mixed
with water” (CXXXIX). The Encyclopaedia BritannicéMicropaedia vol.3 1986,
140) uses the same techniqgue as Michaud’s: “Tholitghally starving,
Chatterton refused the food of friends and, onrtight of August 24, 1770,
took arsenic in his Holborn garret and died.” Ir829Louise J. Kaplan while
mentioning his taking of arsenic, alludes to anotlezsion - some say he tried
to cure himself from gonorrhoea - and proposes i@car survey of this
hypothesis. While this explanation does not usualbpear in Chatterton’s
biographical notice, Ackroyd precisely chose to iige his fictional biography.
The adverb “apparently” introducing doubt in thedvaphical notice already
paves the way for his challenging of historicalraives. Thus, he shows the
reader that his version might be as true as theiaffone — and he read a lot
about Chatterton before writing this novel — asathbcan know the truth.
Ackroyd even stages Harriet Scrope inventing hemoies in chapter 7, so as
to prove again that any writing is — at least —tlpasipocryphal. This echoes

4 My translation of “Apres avoir passé plusieurs fsans manger, il sS’'empoisonna avec de l'arsefric”.
both French and English the reflexive can simplyaméhat he “introduced” something into himself
without knowing the consequences.
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Ackroyd’s seeing biography as “a convenient fictighewis 2007, 34) and
leads Charles to say on page 127: “If there wer&utbs, everything was true”.
Origins and reality are equated as unstable, upghds and unrecoverable.

Ackroyd's challenging of reality is furthered inetmovel thanks to
several devices. First, he constantly blends et and real elements, be it
blatantly or more subtly. For instance, true angkited quotations sometimes
mingle in an ironic way. Charles is reading the osmipt of Chatterton he has
just discovered:

And then he read outAtise now from thy Past, as from the Dust that envbns thee
When Los heard this he rose weeping, uttering tiginal groan as Enitharmon fell
towards dark Confusion.’

‘Blake.’ Philip looked at the vacant seat beside,lamif someone had just moved into it.
‘That's William Blake .’

‘I know that.” Charles was suddenly very calm. ‘Blém why is it signed T.C.?" and as
the train took them homewards Charles read out,dnnting excitement, another line
from the same pageCraving & devouring; but my Eyes are always upon the, O
lovely Delusion’ (60)

The first lines (“Arise now from thy Past” etc) anemediately identified
as Blake's by both writers, while they do not exast have obviously been
pastiched by Ackroyd. It is actually the last lif&Sraving and devouring; but
my eyes are always upon thee my lovely delusiohgt tare unmistakably
Blake’s. They were taken froffihe Four Zoas (Vala)Here, Ackroyd shows
the easy blurring of origins and shows the art aftiche as he created an
“authentic” Blakian verse.

The second example calls on intertextuality in ayvgarticular way.
Near Saint Mary Redcliffe, Charles enters the gaafeChatterton’s house and
sees verse inscribed under a sundial:

Had restless time whose harvest is each hour
Made but a pause to view this poet’s flower
In pity he’'d have turned his scythe away

And left it blooming to a future day (57)

This text does not seem to have been written layreofis writer but what
is sure is that it was not invented by Ackroyd.dad, this text exists and lies
on the tomb of Peggy Irving in Arthuret, a town @umbria, with a slight
difference in the second line: “But deign’d to pausnd view this lovely
flow'r” (Graham 1821, 138). Moreover, Chatterton’s houss dxist in Bristol
and does have a garden; but there is no sundialdnat least none that can be
seen by a passer-by as a huge wall hides pared@éfden. And the descriptive
records of the town do not mention a sundial atTdls, once again, Ackroyd
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displaced existing text into a half-fictitious stion. By blurring texts and
origins, existing and invented material, doubt herefore cast upon every
single element, and their reality or truth becomnestable.

Then, fiction even seems to become reality for sohagacters:

It was then that he saw the picture. He had thetdai and briefest sensation of being
looked at, so he turned his head to one side -cangdht the eyes of a middle-aged man
whowas watching him (11)

When she eventually opened her eyes, Thomas Clattests staring at her (188)

In these examples characters painted on a caneaseated as if they
were lively or “true” people; Charles and Harrieef Chatterton’s painted face
actually watching them. This tinge of romance oerewnagic realism that we
can find elsewhere in the novel sustains the fgehat fiction becomes reality.
The blurring of the two has come to a complete n&aleMeredith's wife thinks
that her husband is “more natural on paper” (14t)eredith himself claims:

‘| can endure death; it's the representation affuécan't bear.” (138)

‘The invention is always more real.’ [...] ‘No onechproperly understood the medieval
world until Chatterton summoned it into existencke poet does not merely recreate or
describe the world. He actually creates it'. [...hdthat is why’, he added quietly, ‘this

will always be remembered #ee true deathof Chatterton.’(157)

Here, art clearly seems to be claimed to surpadiyreit does not only
represent it, it creates it. The reader is led a@flect upon the work of
Chatterton under the name of Rowley, when he aleatedieval knowledge
though he was only supposed to depict it. Moreowgrhaving Meredith call
the painting “the true death of Chatterton”, Acldloynsists both on the
uncertainty of history, of its construction, itxtigality and on the fact that art
has an influence on life. The acute concern foaitiein this last scene staging
Chatterton’s death seems to transform it into distéa representation of
Wallis’s painting. Mimesis seems to be reversea hienis also most likely that
Peter Ackroyd chose a romanticised ending that imeat¢he alleged realistic
execution of the painting in order to enhance tbey of the term “true death”,
as Chatterton dying from arsenic was probably nolirsg when he died.

Imitation, style and intertextuality
If reality cannot be copied or imitated, languag®:gust as a painting

can be imitated by a painter, words can be imitated writer, and the subject
is tackled in quite a polemical way @hatterton Ackroyd gives a blatant
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demonstration in chapter 6 when he stages his tiontaf Joynson imitating
Chatterton imitating medieval style (Now Rowlie ynnthese mokie
Dayes/Sendes owte hys shynynge Lyghte, 87).

From the very beginning the reader gets the ided #thoes are
constituent of the book. Pages 2 and 3, which doafere the first part entitled
“Part One”, are bits, echoes of the novel we aiagyto read and each of them
displays a particular topic. The three layers pfetiare represented and each
echo of the novel to follow has been chosen foriitk with the notion of
reproduction of language (quotations) or truth aeality (representation). It
has to be noted straight away that those fragnamt®ot strictly reproduce the
parts of the novel they allude to. The writer erggagn a distorted play of
echoes- or a play of distorted echoes- as sooheaperitext Here are two of
those fragments:

[--]

‘Il am not so poor that | need pity from such as!y@hatterton ran out into the open
fields, pushing his face against the wind thatletlihim; then he stopped short, sat down
on the cropped grass and, gazing at the tower Ma8y Redcliffe, muttered the words
that had so powerfully swayed him:

The time of my departure is approaching.
Nigh is the hurricane that will scatter myJes.
Tomorrow, perhaps, the wanderer will appear-
His eye will search for me round every spot,
And will, -and will not find me.

He looked at the church and, with a shout, raisedalms above his
head.

*

Harriet Scrope rose from her chair, eager to deliie news. ‘Cut is the bough,” she
said, ‘that might have grown full straight.” Andestioubled up, as if she were about to be
sawn in half.

‘Branch.” Sarah Tilt was very deliberate.

‘I'm sorry?’

‘It was a branch, dear, not a bough. If youenguoting.’
Harriet stood upright. ‘Don’t you think | know?’ 8hpaused before starting up again.
‘We poets in our youth begin in gladness. But thEmedhe end come despondency and
madness.’

[-]

5 The word “peritext” refers to the paratextuahedmts inside a book (cf. Genette 1987).
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The first lines uttered by Chatterton (the chardliestrate the technique
of pastiche; they are Ackroyd's creation, not atgtion from Chatterton's
works; we are already given the idea that the bwitkconstantly play with
authentic and invented material, and challengenibiton of “authenticity”.
Then, these lines point to one of the main questmnthe novel: is the poet
going to survive after his death thanks to his Wdill his voice be identified
as his own even in the texts of others? In the rsdoextract, the reader
witnesses Harriet Scrope quoting or rather misqgdines by Marlow (“Cut is
the branch etc”) and by Wordsworth (“We poets im pouth..”), those lines
coming from the very stanza in which the poet nmargi “Chatterton, the
marvellous Boy”. Quotation is once again at theecof the peritext, in the
mouth of a writer who (incorrectly) takes up therds of previous writers.
These misquotations clearly allude to intertextyatind probably raise the
guestion of origin.

These borrowings from Ackroyd’'s own novel annoumoany other
borrowings inside the novel and, indeed, many dedite or hidden quotes run
through its entire space. In other words, the navdlighly intertextual. We
may be more precise and use Gérard Genette’'s w@ogin to identify the
types of borrowings that can be foundGhatterton intertextuality (allusions,
guotes and plagiarism), hypertextuality and hypiotality (Genette 1982 and
1987). Another category should be added here,easdtiel sometimes borrows
from itself or from Ackroyd’'s other works: this malled “autotextuality”, or
‘internal/autarchic intertextualit§’ The fragments aforementioned belong to
this category.

The reader gets the idea of a whole dialogicalespae it literary or not,
riddled with voluntary or involuntary quotations lworrowings:

And at once he [Charles] realised that these wetehis words, but those of someone
other. (78)

‘I [George Meredith] never know what is mine anyrmb(134)

Words and voices reverberate inside the speakedrgisrand mouths.
This clearly raises the question of origin and tjugstion is even more blatant
when famous quotations in the novel appear to Imistakably anachronistic.
On page 85, Chatterton says: “Schoolboy tho’ | vitagjas even at this time
that | decided to shore up these ancient Fragnwaititsmy own genius”. This
sentence is highly reminiscent of a line by T.Sot:lwritten almost two
centuries after Chatterton’s death: “These fragmémtave shored against my

6 “Internal intertextuality” was used in Ricardow{ll) and Dallenbach coined the term “autotextuality

and defined it as “autarchic intertextuality” (¥@&llenbach 1976).
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ruins” (The Waste Land922). Less than casting doubt on the origin aftsl
line, it highlights the circulation of words in terand the normal blurring of
origins. The text seems to be “woven entirely vdtations, references, echoes
(...) antecedent or contemporary, which cut acroisrgtugh and through in a
vast stereophony” (Barthes 1971, 1473).

This question on origins is further dealt with hetdebate concerning
“influence” and “anxiety of influence” displayed ite novel. Indeed, some
writers in the book show how ethically problematicthem it can be to be
influenced by other texts or other writers. Theg 8 influence of a hypotext
through borrowings or imitation as an ethical fadtled plagiarisrhor fakery
(and we must remember that all the plots are gldggked to these notions).
Let us have a look at a conversation between Hamie Charles:

Then she [Harriet] sighed. ‘But Eliot took mmeder his wing.’
Charles stopped writing for a moment and lookedtupea ' Why should the aged

‘What?'
'It's a quotation from Eliot.'

'It sounded like Shakespeare to me'.

‘It was Eliot.'
‘Well you know these writers. Thetealany...” (100)

This conversation stages a distorted case of axterality, which is quite
common in the novel. Charles takes up Harriet's trnanof “Eliot” and
“wing”, and quotes half a line fromsh WednesdaWwhy should the aged
eagle” (stretch its wings). Harriet identifies & being Shakespeare’s, which
is actually not the case. But Ackroyd playfully tenat a real case of
intertextuality between Shakespeare and Elioténsime poems:

Because | don't hope to turn
Desiring this man’s gift and that man’s scope
I no longer strive to strive towards such ¢sin
(Why should the aged eagle stretch its wings)
Ash Wednesday,3-6)

When in disgrace with fortune and men'’s eyes,
| all alone beweep my outcast state
And trouble deaf heaven with my bootless cries

7 There is a difference here in the way Ackroyd'srelcters define “plagiarism” and the way Genette
defines it. While the latter considers plagiarissrediteral borrowing and thus labels it “interteadity”,
plagiarism seems to be clearly linked with hypedality in the words of the characters. They are
anxious about borrowing plots or styles from pregitexts, from hypotexts.
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And look upon myself and curse my fate,

Wishing me like to one more rich in hope;

Featured like him, like him with friends possel,

Desiring that man’s art and that man’s scope

With what | most enjoy contented least;
%onnet 29.1-8)

The lines are almost identical. Of course, the ahaoif the verb “steal” is
quite telling of the ethical blame in Harriet's whirShe is herself quite ashamed
of having borrowed plots from another writer, whishe calls “plagiarism”
(103). The same trouble occurs for Philip:

Not only had he written with painful slowness amatertainty, but even the pages he had
managed to complete seemed to him to be filled imidges and phrases from the work
of other writers whom he admired. It had becomeathwork of other voices and of
other styles, and it was the overwhelming diffigudf recognising his own voice among
them that had led him to abandon the project. Satwight did he have taondemn
Miss Scrope? (70)

The same vocabulary of fault and guilt appears .h8@h are an
example of Harold Bloom's 1997 anxiety of influentteory; they cannot
accept their forebears' influence and cannot batieeethanks to — or because
of — their previous readings. Both are quite angida be recognised as
“authors” and both long for originality as writethus clinging to the romantic
concept of creation which warns against “the hazastl imitation” which
“denies one’s own potential for greatriégkeitch 2001, 427).

Meanwhile, mimesis and hypertextuality are elsewlatvocated in the
novel to achieve creation:

Chatterton knew that original genius consists inmiag new and happy combinations,
rather than in searching after thoughts and ideatshiad never occurred before (58).

The choice of the adjective “original” in this statent acts as a
counterpoint for the romantic conception of oridityaaforementioned. In
chapter 6, Chatterton’s art of forgery (or pastjdeadescribed and the reader is
shown how the forger has to master the originalenat Hypertextuality is
highlighted, and pastiche of great authors advocagcreation and not mere
imitation. This is reminiscent of Ackroyd’'s concigmt of “the history of
English literature as the history of plagiarism'dams description of TS Eliot
as “a great plagiarist” (Smith 1987 in Finney 19225) “absorb[ing] and
articulat[ing] voices from the past” (Finney 199245). TS Eliot's position

8  Edward Young' “Conjectures on Original Compositiomere written in 1759 and the first modern
printing of them dates back to 1918.
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itself is that “each poem exists within the tramitifrom which it takes shape
and which it, in turns, redefines” (Leitch 2001,89), a position that Bloom
harshly criticizes but that finds an echo in Kngts 1969 analysis of poetic
language as dialogical:

Poetic language appears as a dialogue between fextEvery sequence has a double
orientation: towards the act of reminiscence (ewgkhe other writing) and towards the
act of summation (transforming this writing). The bomers to other books and [...]
gives those books a new way of being (181).

The positive aspect of the concept of borrowindgughered and
illustrated in the image of the father and sontia@hship that runs through the
novel. While at first Edward is scolded by his fthvhile imitating Mr Leno
(“it's rude to imitate people”, 44), at the endtloé novel, his perfect imitation
of his dead father acts as a palimpsest:

And in his expression at that moment she couldtsedineaments of Charles's face: her
husband was dead and yet he was not dead.

This echoes another cue by Chatterton in chaptértis the living and
the dead were to be reunited”. We seem to be dgivendea that authors and
their texts acquire immortality thanks to this pgisestic condition, the past
and present figures having thus a reciprocal bepefieach other. However,
there is no clear-cut view about the place of thil@. While some passages
suggest his supremacy, as hypertextuality compemastery of the hypotext,
some other might allude to his disappearance, e eath of the author”
whose text, so full of alien voices and writingstatly submerges him. The
episode of Chatterton's portrait restoration byefaBtewart Merk looks like a
metaphor for this statement. Having discovered ttafportrait was a fake and
asked by Harriet to make it “authentic”, the fakealises that “the painting
contained the residue of several different imagesnted at various times”
(205). And when he finds out the original paintingderneath, the portrait
begins to dissolve, showing a palimpsest of faceforb being totally
destroyed. Here the search for origin is shownasmd or useless and the
work of art is seen as a composite, multi-layened autonomous object. This
recalls Barthes's definition of text as “a multirdinsional space in which a
variety of writings, none of them original, blenddaclash” (“The Death of the
Author” 1968).

9 My translation.
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Concluding remarks

Though in Chatterton the reader can never heaopiréon or the voice
of the implied author whose heterodiegetic, unisitre narrator stages different
characters with different opinions without creatanglistance or a bias, he can
nevertheless recognise some of Ackroyd's poleniitadary claims already
exposed in hidlotes for a New Culture

First, the ethics of writing are staged in termsnoimesis after a
predecessor. In the novel, when characters maoagget rid of their anxiety of
influence and transform it into influence, they e creative and travel from
mimesis to poiesis. There is a claim that writews fast readers and as such
that the circulation of texts is inevitable andbi sought after. Intertextuality
and hypertextuality help celebrate words and lagguguotations and pastiche
of style are recognised as the only possible misné&iords can only imitate
words.

Conversely, the structure of the novel includintehageneous elements,
both fictional and actual, realistic and romancegsy helps convey the idea
that “reality”, contrary to words, cannot be remmted entirely realistically as
it is necessarily mediated by the subjective eyéhefviewer. Thus following
Plato's cave myth, and White's theory, Ackroyd lemgles representation as
imitation in general, and historical narratives ragerence in particular. A
strong linguistic claim is prevalent throughout thevel and the referential
value of texts is somewhat undermined. Ackroydtawithe reader to critical
distance, to adopt an ethic of reading and to ajgueetexts and literature for
their linguistic value, for what he calls “le jee da forme”, the free play of
linguistic forms, in hidNotes For A New Cultur@©Onega 1998, 7).
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TOTAL REPORT IN ALAN BENNETT'S
“A CREAM CRACKER UNDER THE SETTEFE”

Manuel Jobert
Université Jean Moulin — Lyon 3
Paris Ouest Nanterre la Défense CREA - EA 370

Résumé: L'objet de cet article est d’analyser commengarAlBennett parvient & provoquer

'empathie du spectateur dans la séri@dking Heads En effet, dans ces monologues, la
structure narrative peut étre percue comme un fieiimplication émotionnelle et les thémes

abordés, s'ils sont universaux, ne sont guere mumadies. Or, ces monologues — qui sont
devenus des classiques de la littérature contenmgorafonctionnent et emportent I'adhésion des
spectateurs / lecteurs. Le monologue de Doris daAsCream Cracker Under the Settee » est
pris comme exemple du tour de force dramatiqueraptigpar I'auteur.

Mots-clés: empathie — double allocutaire — mémoire — namadirale

Introduction

The title of this presentation could apply to arfyttee Talking Heads
monologues. Indeed, each speaker reports one erasapisodes of his / her
life. In “A Cream Cracker Under the Settee”, (hdodh CC) however, things
are more strained as the speaker, Doris, looks hb@dn her life before
preferring death to being sent to an old peoplei®sdé The monologue staits
medias reswith Doris lying on her sofa with her hip probaltyoken after
falling off a buffet while dusting.

The major episodes of Doris’s life pass through hend as if this
monologue was the extended dramatized version ef sihlit second that
precedes death, during which our whole life is gaidnfold before our eyes.
This undoubtedly adds to the dramatic effect of fiece and gives the
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impression that time is both suspended and runoinigThis total report then
will also be a final report. Furthermore, “repogfins also a major ingredient
of the plot as Zulema, the home help, threatengsbDdr have toreport on
you” (140) and Doris, when she finds a cream craleby Zumela under her
settee exclaims: “She wantsporting”, assuming that this discovery will be
enough to save her from Stafford House by blackngaZumela.

The obvious problem with such narratives is thalytmay come across
as technically contrived and thematically anecdotéle puzzle is that such
unlikely literary constructs work and ti&alking Headsmonologues actually
boosted Alan Bennett's career.

Paradoxically perhaps, CC is a very lively monokgsomewhat full of
humour almost until the end. The report of previamsversations partly
accounts for this impression and | shall analyse heported direct speech
(DS) actually structures the narrative and appaara counterpoint to the few
actual verbal interactions. Nevertheless, at fgkince, these monologues
appear deceptively superficial and trivial but Bariverbal and physical
divagations — the word being taken both literaltg diguratively — manage to
take viewers by surprise and make them empathidk am old English
Northern lady they may have nothing in common with.

1. Talking to oneself ... and others

A complex discourse structure

As Mick Short (1996, 173) suggests kExploring the Language of
Poems, Plays and Pras&lan Bennett'sTalking Headsseries of TV dramatic
monologues (which have one actor producing a mguadhroughout) have
non-prototypical structures”. By this, the authaggests that there are more
than two discourse levels, which is the typicalecas dramatic pieces.
Although the discourse situation is not as comgmsexthat exhibited ifThe
Lady in the Vanfor instance (see Mcintyre 2006), it deserves tonize
explicit. It is often believed that the prototydicaonologue belongs in the
theatre. However, its origins can be traced tontiedieval period when it was
used in narratives to make thoughts explicit. Asrbvel developed, narrators
found more efficient ways of providing this type afformation. The
monologue appeared somewhat unnatural. In theréhghe monologue is still
a useful convention and the audience have learptay along with it. Alan
Bennett (2001, 40) claims that:

[...] to watch a monologue on the screen is closeeaaling a short story than watching a
play.

164



Total Report in Alan Bennett's “A Cream Cracker énthe Settee”

Bennett’s point is that because there is a singietpf view expressed,
the onus is on the viewer's imagination to makeseeaf the monologue,
making it more like reading a short story than \watg a play. Although this
statement could be debated or should at least &ligd, the fact of having a
single vantage point is comparable to certain magaconstructs with
homodiegetic narrators. A monologue, from the Graekq “one” andlogos
“discourse”, implies a single viewpoint and seem:égate any plurality of
voices or any type of interaction. But even homgdi& narrators sometimes
adopt another character’s point of view. At thisgst, Benveniste’'s (1974, 82)
comments may be useful:

[...] dés qu'il se déclare locuteur et assume ladeng implante lautre en face de lui,
quel que soit le degré de présence qu'il attribueetiautre. Toute énonciation est,
explicite ou implicite, une allocution, elle postuln allocutaire.

To paraphrase Benveniste, the moment someone siaetking, the
image of an addressee is necessarily formed. B(t@80, 177-8) irDialogue
and Discourse applies this linguistic principle to the concregslity of the
theatre:

When it comes to play-talk, clearly we have, somehto map on another dimension to
cope with the fact that, when a character is spegii his fellow characters, he is also in
some sense, and possibly indirectly, speakingedatidience as well. Thus the addresser
has two different categories of addressees — otfemicrocosm of the play one in the
macrocosm of the theatre

This “dual audience principle” is here complicatsdthe fact that within
the microcosm, the speaker is also addressinglhars we therefore have a
“triple audience”. Finally, several devices arewairk to make the audience
believe they belong in the microcosm, thus creatnmerger between two
categories of addressees and blurring the linegdagt actors and viewers. It is
useful to keep this complex communication situafiormind to account for
Bennett’s narrative pieces.

By definition, a monologue is produced in diregtlest Whether it is to
be analysed as direct speech or direct thouglm the present case, of minor
interest. The Discourse World such as it is defimedext World Theory, is
based on a certain amount of contextual paramelter€C, the speaker is
called Doris, she is 75 and is alone in her livingm. She has a northern
accent and lives in the Leeds area. The discowmdgipants, in addition to
Doris, are the viewers and four other characters, @l factg seem to be on
the same plane as the viewers, enhancing viewevighiement in the story.
From the start, viewers are under the impressi@t BDoris is speaking to
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herself as elderly people are wont to do and tkeevets are in the somewhat
uncomfortable position of eavesdroppers. This magastrategy would be
difficult to maintain if it was not for the fact @b even in every day
conversational interaction elderly people are pitorramble on, impervious, as
it were, to the linguistic activity around them. dther words, we shift from a
formal stage convention to a one-sided conversaii@ners may very well be
familiar with in the extra-linguistic reality. Thimakes the cumbersome and
sometimes awkward presence of the addressees imabecosm less of an
oddity. This device enables them to “willingly sesgd their disbelief” and
makes them feel they belong to the microcosm. Ttedirect addresses to the
viewers (“You feel” (141) and “You see” (142)), labugh their pragmatic
status remains a matter of debate, possibly atldgdeeling of belonging.

Linguistic interaction in the microcosm

In CC, there are four attempts at communicatiorh wither characters.
Each one signposts Doris’s psychological evolutidithough these attempts
interrupt the smooth unfolding of the monologueytlare closely related to it.
The first one is with the cracked picture of heslmnd and is uttered in a
jocular tone:

Cracked the photo. We're cracked Wilfred. (141)

This utterance is in keeping with the viewer’s “glttlow-talking-to-her-
late-husband” schema (see Jeffries & Mclintyre 2027-132) and reinforces the
“speaking alone” motif of the sequence. In termscbéracterisation, Doris
appears as a humorous woman full of resources elisihes playful language.
In the second instance, Doris realises that herynnight be a serious one.
She is determined to get some help as the stagetidins indicate: “She cranes
towards the window”; “She begins to wave” and ramaoptimistic as the
exclamation “salvation” (145) shows. Her fightingr# is intact and when she
realises the boy is actually “spending a pennyhém garden, she chases him
away, verbally abusing him, thereby letting slip bleance of being rescued. In
the third instance, Doris appears tired and lessraened when she realises
that the person who has dropped some ads throedbtthr box has gone away
while she was nodding off. She produces token ‘d¢&lland her exclamation
“Oh stink” (147) underscores her resignation.

These three failed attempts at communication areiaras they clearly
signal the psychological evolution of the charactesm playfulness to
resignation. They are all ordinary and plausibletha anecdotal component of
each of them should not distract viewers from tlessentially functional role
as they clearly anticipate the end of the monologbe final verbal interaction
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with a bobby on the beat is made up of four adjeggmairs (see Levinson

1983). This interaction is crucial in the sensé bedore Doris was trying to get

some help whereas now she deliberately refuséiseiteby accepting death as
the only possible outcome of her dusting accid€éhe first adjacency pair is

particularly telling:

Policeman: Hello, Hello. Are you all right?
Doris: No, I'm all right. (151)

In conversation analysis, this exchange is regaededeutral although
the preferred answer would be “Yes, I'm all righDoris uses a “short cut”
here and construes the policeman’s question ag-seguest of the type “Is
there a problem?” and answers the unstated recpibstr than the actual one.
Such forms are thus interpreted as positive answW¥rde 1996, 67-8).
However, Doris’s answer seems to encapsulate tlenudia she has been
fighting with so far. Being rescued implies admigtishe was dusting and then
running the risk of being sent to a home. Not beegrued implies accepting
death inher home. Similarly, when the policeman takes hisdgedlve exchange
goes as follows:

Policeman: Sorry. Take care.
He goes.

Doris: Thank you.

She calls again.

Doris: Thank you.

The first “Thank you” is the preferred answer te@ gholiceman’s first
part. The second one, however, seems to carry imiamgretative ambivalence.
It is tempting to assign different pragmatic valteshese two second parts.
The second “thank you” can be interpreted as Dorighal attempt at
communication altogether as if she was giving difast shot. Conversely, and
although this may be stretching interpretation, fest “thank you” could
suggest that Doris is grateful that the policemaoutd — unwittingly — let her
have her own way and decide it is time for herdo g

Embedded Direct Speech

Parallel to these verbal exchanges, the conte@oos’s monologue is
packed with various reports of conversation, mainlth Zumela, her home
help, and Wilfred her husband. Embedded DS is tbhregrounded. There are
only four instances of indirect speech. All theestheported interactions are in
DS, which is in stark contrast with Doris’s oth@ngersations in which she is
fairly laconic. In terms of characterisation, thsvice is also a splendid way of
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presenting Doris as a brilliant storyteller. In tmenologue, DS is exclusively
introduced by the verbay As Alan Bennett (2001, 40) explains:

‘Said’ or ‘says’ is generally all that is requiréd introduce reported speech, because
whereas a novelist or short story writer has aebatbf expressions to choose from

(‘exclaimed’, ‘retorted’, ‘groaned’, ‘lisped’), ifive narration such terms seem literary

and self-conscious. Adverbs too (‘she remarkectlg)sseem to over-egg the pudding or

else acquire undue weight in the mouth of suppgsadiess narrators.

What Alan Bennett fails to mention is the fact thlitthe paralinguistic
notations (see Brown 1990) he mentions (phonetiakena indicating
emotions) are in fact taken care of by the speakérsis monologues and
directly reach viewers as most of the illocution&wyce is conveyed through
the speakers’ “tone of voice”. These chunks oforsgul speech represent
world-switches that actually report past convecseti In the following
example, Doris plays both parts extremely well:

[...] When she’s goinghe says‘Doris. | don’'t want to hear that you've been ¢thing
the Ewbank. The Ewbank is out of boundssaid, ‘I could just run round with it now
and again?She said ‘“You can’t run anywhere. You're on trial herésaid, ‘What for?’
She said ‘For being on your own. For not behaving sensitifgr not acting like a
woman of seventy-five who has a pacemaker and digeils and doesn’t have the sense
she was born with!'said ‘Yes, Zumela’ [...] (104)

In other cases Doris rehearses what she intensksytto Zumela to “get
her own back”, that is to win the Stafford Housélba

I'm going to save this cream cracker and show iitrfext time she starts going on about
Stafford Housel'll say, ‘Don’t Stafford House me, lady. This cream crackas under
the settee. I've only got to send this cream cratiéhe Director of Social Services and
you'll be on the carpet. Same as the cream cratKdse in Stafford House, Zumela, but
you'll be in the Unemployment Exchange.’ (144)

These two conversations dramatize the discrepaetwden reality (the
first conversation) where Doris is forced into @missive position (as the
speech acts used by Zulema make clear). Prosodidabris beautifully
renders Zumela’s condescension when addressirgsheechild and forcing her
to surrender. In her imagined verbal counterattatidema is forced into
silence by Doris’s crescendo salvo. In other cd3ess’s reports don't involve
any precise characters and although Doris remaitty and articulate, her
hope for a positive ending seems to be waning.

‘What's your name? Doris? Right. Pack your case. Welong in Stafford House’. (150)

These world-switches, although they are not onstédmme plane as the
actual interactions between Doris and other charactplay a functionally
similar role. They are more lively and entertainimgt the same evolution is
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perceived. However, there is a major contrast betvibe scarcity of the words
exchanged in the microcosm and the vividness aadtkuness of the reported
dialogues. Past, future and even hypothetical asatiens instantly appear as
counterpoints to the situation at hand. Nevertlseldhese three reports,
presented here in chronological order, clearly aighat the trap is closing

on Doris and that she is acutely aware of this.Aen Bennett (2001, 40)

points out:

Only Doris, the old lady who has fallen and brokesn hip inA Cream Cracker Under
the Setteeknows the score and that she is done for, buighcshe can see it's her
determination to dust that's brought about her dalnwhat she doesn't see is that it's
the same obsession that tidied her husband intgrthe.

Doris is indeed trapped in the material world sungding her both
literally and figuratively. Her final re-evaluatiasf her life is based on objects
and people rather than on feelings and ideas.ngatiff the buffet and finding
a cream cracker can be easily handled. Facing @eatltoming to terms with
the past is a more difficult venture. Doris’s traifhthoughts is dictated by her
immediate environment. According to Norrick (200B) Conversational
Narrative this is characteristic of such narratives. In @& consequence is
the juxtaposition of trivial and existential not@ynhumour and desperation,
something which also happens to be Alan Bennetittetmark.

2. Talking trivia?

“A Woman of No Importance”

The first and the final lines of CC give the immies that the whole
monologue is about trivial events and that it i3 lete to do anything. The use
of the present perfect gives the viewers an impyessf afait accomplj the
adjective “silly” underscores the mundane natureth& situation; the self-
addressed “never mind” seems to close the case:

It's such asilly thing tohave done (140)
Never mind. It's done with now, anyway. (152)

The whole monologue is punctuated by such statespentting an end
to Doris’s various anecdotes. When she reportshinsband never fixed the
garden gate for lack of time, she concludes: “Wedl’s got a minute now,
bless him” (142). When she complains that the nmghhood keeps changing
and that she doesn’t know anybody anymore, sham(144):
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Then she went and folks started to come and go. l¥se track. | don’t think they're
married half of them. You see all sorts.

Doris’s discourse actually welds matter-of-fact ecoemts as well as
strings of prejudices that may be expected fronageing lady. This apparent
trivia is presented in a familiar, colloquial anoiheetimes dialectal language.
The use of dialect is notoriously difficult to resxdand Bennett is quite frugal
in his use of it. With Leech & Short (2007, 136) e&n say that authors “are
more interested in the illusion, the living flavowf dialect, rather than with
exact reproduction”. On top of the odd lexical igerfsneck” (142) or “lasses”
(150), Bennett remains quite circumspect and onlyfeaw syntactical
constructions are suggestive of a Northern or ohoam-standard dialect:
“Them’s her leaves” (143) or again “Don't let’s jpnthe gun, Wilfred” (146).
The rest of the Northern flavour is taken care gpfTthora Hird. Lexical
repetition is a typical feature of Bennett's morgules which instantly makes
them sound authentic, natural and fluent:

Zumela doesn’tdust. Shehalf dusts. (140)
She’s notalf donethis placeZumela. (144)

The dog would be higrovince.
| said. ‘Yes, and whosggrovince would all the little hairs be?’ (145)

“The dusting iamy department’ (140)
“We can be self-sufficient in the vegetablepartment” (145)

‘Lock it and put it on the chain Doris. You neverdw who comes. It may not bebana
fide caller.’ It never is aona fide caller’. (146)

This device increases the cohesion of the piedéngaip a system of
repetitions and echoes. Linguistic creativity ioter important feature of this
monologue. About the dog Doris and her husbandevdhia have, she says:

| didn’t want one of them great lolloping, lamppastelling articles. (145)

In the introduction tdralking HeadsBennett attributes this sentence to
his own father. When used in conjunction, all thésstures have a massive
impact on the viewers:

Mix . | don’t want tomix. Comes to the finish and they suddenly want yomita | don’t
want to be stuck with a lot afld lasses And they allsmell of pee And daft half of
them, banging tambourines. You daft there, there’siowhere else for you to gdut
daft. Wearing somebody else’s frock. They even mix opryteeth. [...] And Zumela
says, ‘You don't understand, Doris. You're not update. They have lockers, now.
Flowerbeds. They have their hair done. They gorips to Wharfedale.’ | said, ‘Yes.
Smelling of pee She said, ‘You're prejudiced, you.’ | said, ‘g where hygiene is
concerned.’ (150)
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Involuntary memories

What, at first glance, appears to be a disconnesttdof random
recollections / reflexions is in fact a highly ongsed construct. During the
entire monologue, Doris slowly crawls in her houserder to get some help.
She goes from the place she has fallen to theldicepand the window before
finally reaching the front-door. The different madf the house actually chart
Doris’s life and trigger memories in a pattern atinProustian memory, i.e.
with ordinary objects conjuring up involuntary réeotions.

In each case, everyday objects are foregroundedfred/s cracked
photo, the sneck, the bush etc. enable Doris temdmer the past and to project
herself into a time and into a place where thingsewdifferent. In this sense,
the viewer’'s experience is similar to visiting dd tady who goes through her
photo album and knick-knacks in order to re-livepfwa memories. Doris’s
account is very much embodied in as much as allsekeses are alert: she
watches Wilfred’s photo and sees the leaves comown, she hears people
outside, she feels her “numby leg” and even tatstescream cracker she has
discovered. Viewers are literally invited to fedtwher, to empathise with her.
However, the most poignant recollection is brougibut by the very absence
of an object:

This is wherewe had the pran¥ou couldn’t get past for it. Proper pram then, springs
and hoods. Big wheels. More like cars than pramg. tNese fold-up jobs. You were
proud of your pram. (146)

The deictic and spatial references as well as thezigion of the
description make it ever so real despite its alesefe subject of the pram is
then dropped and followed by a satirical interludeolving Jehovah
Witnesses. A crucial stage direction reintrodubesgram as main topic:

She looks at the place where the pram was.

I wanted him called Johimhe midwife said he wasn't fit to be called anythingand
had we any newspaper?Wilfred said. ‘Oh yes. She saves newspaper. Skessa
shoeboxes as well.” (147)

It is striking that the midwife’s words should beported in free indirect
speech, one of the few instances in the monolofue conjunction introduced
(“and”) in the reported speech adds a sense ofnaygand violence to the
episode. Similarly, Wilfred’s practical sense vagybon enthusiasm couldn’t be
presented in a more negative light. Doris’s evabumatindirect as it may be,
encapsulates the emptiness of her married life:

I don’t think Wilfred minded? A Kiddy. It was theame as the allotment and the
fretwork. Just a craze. He said, ‘We're better bffris. Just the two of us’. (148)
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This apparent lack of feeling on Wilfred’s partraminiscent of what
Alan Bennett describes idntold Storiesabout his own father whom he only
kissed once, just before his death and about mdmsifiamily who were not
very good at showing emotions.

“In my end is my beginning”

The lost baby and the threat of being sent to &fHouse are clearly
the two major themes upon which the monologue pivbhe evocation of the
lack of hygiene in Stafford House where old ladies believed to be “smelling
of pee” triggers — by contrast — another memoryhef time when Doris was
pregnant. This evocation, resulting from two opfsiotions (pregnancy and
old age), is the opportunity for Alan Bennett t@sthis dexterity in evoking a
by-gone age:

When people were clean and the streets were clediit avas all clean and you could

walk down the street and folks smiled and passedithe of day, I'd leave the door on

the latch and go on to the end for some toffee,vameh | came back Dad was home and
the cloth was on and plates out and we’d have @urThen we'd side the pots and I'd

wash up while he read the paper and we'd eat ®ffeel listen to the wireless all them
years ago when we were first married and | wasrgthe baby. (150)

Although the house remains the central element afids life in her
recollection, it is no longer a place of entrapmand pain but the symbol of
the security of a home. Something quite differeatrf the Home she is to be
sent to. This analepsis is totally detached froeritst of the monologue. On
the contrary, the final analepsis is anchored & pnesent. Doris has just
refused the policeman’s help and she concludes:

You've done it now, Doris. Done it now, Wilfred.51)

This parallel structure clearly indicates that tlaeg both to be blamed
for the present situation. Her final recollectiturns back the clock even
further:

I wish | was ready for bed. All washed and in aanl@ightie and the bottle in, all sweet
and crisp and clean like when | was little on Bakiight, sat in front of the fire with my
long hair still. (152)

This final evocation of the young girl Doris washieh couldn’t be more
different from the old woman the viewers have comeknow during the
monologue, can only incite them to reflect on thmivn mortality with the
necessary gravity and the amused distance Alanddenmranages to combine
in his writing.
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READERS AND POINT-OF-VIEW
IN CONTEMPORARY POEMS:
A QUESTION OF PRONOUNS

Lesley Jeffries
University of Huddersfield, U.K.

Résumé: Cet article étudie I'utilisation des pronoms dame cinquante poémes en anglais et
suggeére une typologie partielle de I'utilisationdet la signification des pronoms en poésie du
point de vue de la réception.

Mots-clés: style, poésie contemporaine, utilisation des pnos, deixis.

Introduction

Point of view has long been of interest to literarijics and stylisticians,
probably because, as Stockwell (2002:41) saysadfing literature:

It is as if a threshold is crossed and readerspeaject their minds into the other world,
find their way around there, and fill out the ridatail between the words of the text on
the basis of real life experience and knowledge.

Much discussion of this phenomenon has been iniaeldo fictional
texts, ignoring other genres and text types, amiym (2006) points out, and
focussing largely on the narrative role. Mclintyrais is to consider point of
view in dramatic texts and he notes that the uabsénce of a narrator in plays
and film scripts is not necessarily a stumblingckldhough the usual approach
to point of view “does not take into account theipon from which readers of
dramatic texts interpret events in the fictionalrifd (Mcintyre 2006:14). It is
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precisely the position of readers in relation te thorlds created by, in my
case, poems, that this article wishes to address.

The aim of this article is to explore the posit®neaders may take up in
relation to a poem’s deictic centre(s) as a resuthe poem using particular
combinations of personal pronouns. Drawing on desttift theory (DST) and
broader concepts of person deixis, | will demonetrdne range of reader
positioning that appear to be favoured in a sn@aibas of contemporary poetry
in English. These observations may have wider eatdins beyond the
specific contemporary poetry used here and beyoetrypin English, but such
applications await further investigation.

Person deixis

One of the three core types of deixis (person,epkand time), person
deixis is primarily communicated through the peedopronoun system in
English. Unlike the other two deictic systems chapand time, person deixis
does not exhibit clearly the distinction betweemxmal and distal deixis
whereby the linguistic items concerned indicatet i@ speaker is near to
(proximal) or far from (distal) the referent conoed. The place and time
referred to by the adverlmere andnow identify the speaker’s current position
and time of speaking wheret®ere andthenindicate a time and place distant
from the speaker at the time of speaking.

It is tempting to continue this pattern when coasitly the normal
(conversational) use of personal pronouns, lalgellime/we/usas proximal
and you as distal. In face-to-face interaction, they seem &hdve like the
adverbs of place and time in indicating the mosixjpnal referent to the
speakerl) and the distalyou) in the form of the addresse@ he problem with
this is that personal pronouns form a three-pastesy which has another
member, the third person pronowhé/he/her/him/they/th@m The proximity
of their referents to the speaker seems to be @hanremove — somehow
‘super-distal’. The alternative is to see thgou dyad as deictic, but the third
person pronouns as non-deictic because a changepadker does not
necessarily lead to a change in the referent od pérson pronouns. But this
ignores the fact that third person pronouns thevasedo still shift in reference,
depending on who is being discussed. In additids,riot clear that it is always

1 There is, in addition, the complication of inckesiversus exclusivee/uswhich can (or needn't) include
the addressee as a referent. This just makes tixer@l/distal distinction even more complex in tela
to person deixis.
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the change of speaker itself that lends deictimstehe referential power of
other deictic forms. Thougtmere is linked in some way to the personal
consciousness of the speaker, for example, otleepted deictic items, such as
last weekor opposite (the house) owe more to their temporal context or
surroundings than to the identity of the speaker.

Below, | will consider the question of how readétentify with the
referents of pronouns in texts and specificallypmems, but first it will be
helpful to address the question of how textual idemorks when the text is not
part of face-to-face interaction.

Deictic Shift Theory

If deixis is, as it appears to be, a function teablved from the
conversational context of face-to-face interactibien one of the questions that
stylistics needs to address is how this works imexds where the speaker (or
author/narrator etc in written texts) is not preserthe same time and space as
the hearer (or reader). In face-to-face interactiba deictic centre is clear, as
the speaker is the producer of the text and hepisitioning in time and space
defines the deictic centre. When the turn changesother speaker, the deictic
centre also changes. This basic process can algsdoewhen the speakers are
at a distance in time (e.g. in exchanging of lettaremails) and/or space (e.qg.
speaking on the phone) because one of the lingailstibased abilities that
human beings have developed is the ability to ptojeto their addressee’s
deictic centre. They are able, for example, to imaghe place where the
addressee is, even from the other end of a teleplamd give directions as if
they were seeing the scene from the point of vieth@ hearer. This is the first
shift of deixis from a direct situational abilitg & virtual ability to envisage a
time/space envelope different from that of the kpehim/herself.

Deictic Shift Theory (Duchan et al 1995) is the instep; allowing for
the ability of readers or hearers to mentally pldoemselves at the deictic
centre of texts where they have no direct expeeienficthe situation being
referred to. This is the ability which enables ahjoy reading fiction, listen
to personal anecdotes, imagine non-existent wastdplaces and times we
have no opportunity to experience. Mcintyre (2008)1describes it as:

an attempt to explain how it is that readers ofteme to feel deeply involved in
narratives, to the extent that they interpret eveint a narrative as if they were
experiencing them from a position within the stegrid.
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The theory of deictic shifting suggests that whestders do when they
navigate such a text is to imagine the situatidbrg time and the people
involved and mentally place themselves within #iitation — possibly as one
of the protagonists or as the omniscient narrdtibrere is one. As the narrative
focus of the text changes, the reader is encourhgdtie deictic elements to
‘shift’ to different vantage points, either by clgamg the persona they are
identifying with or by mentally moving from one pka or time to another as
suggested by the text.

What has not been clearly examined in this attracéiccount of reader
positioning in texts is the question of whether teader always and only
identifies with the proximal end of the deictic gan which seems to the
implication of deictic shift theory. In Jeffries@@0) | first worried about the
problem in relation to poetry when confronted by line:

Downstairs they will think | have lost my mind

In this poem (‘Small Female Skull’) by Carol Ann By the narrator is
apparently locked in the bathroom cradling her headier hands (with a
hangover? a headache?) whilst the assembled confdamynstairs) wonders
what is going on. As a reader, | am conscious ofgogplit between identifying
with the first person of the narratd) &nd with the others who adewnstairs
even though the latter are referred to by the thigdson, super-distathey
This experience raises the questions of how deietitring impinges on reader
positioning and whether the point of view of a rerackin be multiple (e.g. both
in the bathroom with the narrator and downstairghwhe others, wondering
whether she has lost her mind) or switching (ergmfthe bathroom to the
downstairs) even against the tendency to stay pvitkimal deictic features.

At this point, | would like to address the specifieneric expectations
that we might postulate for the reader of poemsil&Vthere remains much to
say about reader positioning in general, this lariec concerned with poems in
particular and | would argue that there are sommeige expectations which
impinge on the reader position in poetic text werdshd might not work in the
same way for other texts.

The first of these generic expectations is thathim absence of other
evidence (such as a clear indication that the pisetine voice of a particular
person apart from the poet), the reader will mdde dssumption that a first
person voice is that of the poet, rather than arostuthor. This means that
unlike fiction, where (unless it is specificallyastd to the contrary) we do not
usually assume that it is ‘true’, poetry has thesibn of being potentially a
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truthful narrative of real people and events, albdgiough the prism of rather
elaborated and often obscure language.

Another generic assumption, culturally evidencethause of poetry for
the inside of greetings cards and for recitatioweddings and funerals, is that
poetry produces — or perhaps requires — high leseteader involvement on
the emotional plane which have social functionexpressing strong emotions
on behalf of the reader at culturally and persgnsignificant points in the
reader’s life. Thus, the stereotypical love poemas just a message from the
original poet to the original addressee, but penta function for us all in (we
hope) expressing those feelings we are less a@tettie poet to put into words.
Similarly, of course, with bereavement poems, poem®y at the birth of a
child and so on. Other forms of literature, shantidn, novels and plays, do not
have anything like the same range of potential aoftinctions as poetry,
despite the fact that they also may express humathst in aesthetically
pleasing and emotionally satisfying ways.

Two further generic expectations are probably esply embedded in
the historical function or form of poetry in Endligat least, but | think they
have become part of the contemporary poetry remdexpectation of the
reading experience. The first of these is the egpien that contemporary
poetry will involve some relatively sudden deicitifts which may well cause
the reader to have to work quite hard to piecettmgeanything approaching a
‘narrative’ in the poem. The second expectatiaings there may well be a high
level of what we can call referential vaguenessointemporary poems.

Taken together, these generic expectations leacktder to the default
assumptions that follow:

. The first person narrator is the poet

. Any second person narrator is probably a real pessllressed by the poet

. As a reader, | am expecting/expected to becomeienadiy involved in the poem
. There may well be some surprising and/or supelficincomprehensible cracks

in the smooth narration of the poem. As a readeiill Ihave to work out what is
missing from the text which will make sense of tizerative.
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Pronoun reference in English

Before presenting the research underlying thislerstilet us consider

Wales’ (1996) view of the various pronominal forofsEnglish. Wales’ study
of pronouns, though primarily describing the ramfiform and meaning of
pronominal forms in English decontextually, neveltiss refers to the
contextual function of pronouns:

While we can take the canonical speech situatiorows starting-point, it is more
illuminating for the analysis of pronominal behawiproles and changes to think, for
example, of speaker-orientation and addresseetatien... Viewed in this way, the
traditional distinctions of first, second and thimtrson become blurred, since, for

example, the first person ‘slot’ can be filled witle, you, and one as well as | (Wales
1996: 7)

Wales (1996: 69) rightly points out that the actiiscoursal uses of the

traditionally-labelled first, second and third pardorms vary to the extent that

reference in relation to pronouns is very slipgedeed, even if you know who
the speaker is. For example:

apart fromthey and it, all the personal pronouns (includingnd can be used

egocentrically... Conversely, the 1PP | appearsetdixed in its reference to the ‘ego’
who speaks, and so is essentially reflexive. Onerasting exception, however, has
implications for this common view that the basieittic anchorage’ is speaker-
oriented..l meaningyouoccurs in utterances such as

I should ring them up

Thus, although any of the pronouns can be useef¢o to the speaker,

normally has only the speaker as referent, thohghpsovides one exception to
that rule.

that:

Finally, and most relevantly for my discussion héiales points out

In view of the wide range of potential referenaasybu, it is not surprising, as Fludernik
(1993) illustrates, that readers of so-called ‘secgperson’ fiction may have initial
difficulties in deciding whether thgou refers to themselves as readers, people in general
including the reader and/or narrator, a specifitatgee or the actual narrator.”

(Wales 1996: 79)

These observations, whilst relevant and insightdol,not quite capture

the whole picture of pronoun use, reference andereimvolvement as seen in
contemporary poems. The remainder of this artidleattempt to bring some
light to bear upon these issues.
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The present study

Thestudy reported here follows from Jeffries (2008nich | analysed
two poems to try and establish how the text appedisvite the reader in’ and
what it might mean when thalon’t do so. In this study, | expanded the sample
to fifty contemporary poems; categorised them atiogr to their pronoun
usage and other person deixis features and madssassment of thpotential
for reader involvement in the poems as a resuthefperson deixis. The real
test of these findings will be to find a way to usader responses to assess
whether there is anything generalisable aboutripgact of personal deixis on
reader involvement. This will have to wait for amert project.

Here, | first of all categorized each poem accagdm the combination
of pronoun forms which were used in them. The aaieg that emerged from
the fifty poems were the result of considering grenoun forms with little
regard initially for their reference. | then coresiedd each poem individually to
ascertain whether some of the pronouns appearbdvi® referents apart from
their ‘textbook’ ones, as pointed out by Wales &hadernik. The resulting
categories of pronoun combination are discussemhbel

First person narration with no addressee

Whilst not the largest group, there is neverthebesscognisable group
of poems in my data with a first person narratorpther pronoun use and few
(if any) other foregrounded participants. This makelikely that the reader
will identify with the only available personal dé@centre. Where there is a
clear persona other than the poet being referehgetthe first person — and
particularly perhaps where it is plural (e.g. tieof Armitage’s ‘The Tyre’?) —
there may be less inclination to identify with thm#rsona on the part of the
reader, though the reader may well have their owrsqgnal memories of
similar events triggered.

Vicki Feaver's ‘Ironing’ is a poem about a womanongoes through phases
of domestic servitude (characterised by the unmsacgsironing of towels),
isolation and depression (indicated by a complatk bf ironing) and finally
freedom (signified by ironing of only personal iterof clothing). Though
clearly a poem about being abandoned, the stresfgtiis poem partly lies in
the lack of addressee or referent. She might hageated her resentment
of the absent lover, either in addressing him/lyet)(or in referring to him
(s/hg — and this is what does happen in other poemgeasill see below. But
Feaver decides instead to indicate her (her nais@ochanging emotions
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through the variation in activity of a familiar destic chore. This leaves us in
no doubt about her frustration and anger in thst fophase I(stood like a
horse/with a smoking hgefher indifference in the second phakednverted
to crumplednegsand her contentedness in the third phaseathing the sweet
heated sméllbut she never addresses, nor refers to, the dlosen directly.

First person narration with one specific third person referent

Poems which combine the first person with a spedifird person seem
to congregate around three themes in my data., firste are the poems in
which the narrator expresses anger, usually inioel@o (but not directly at) a
lover/partner or ex-lover/partner. These include, dxample, Duffy’s poem
‘Havisham’ about the jilted bride from DickerGreat Expectations

Not a day since then

I haven’t wished him dead.
‘Havisham’ (Duffy)

Secondly, there are poems whose topic is the membrg dead
person/people or sometimes of a historical/mytharafictional character. In
my data, these include ‘Elegy for the Bee God' [jHilRequiem for the
Croppies’ (Heaney), ‘Captain Marsh’ (Sweeney)sltiorth noting that none of
these refers to a dead lover or partner, thoughesufithem, such as ‘Mid-term
break’ (Heaney), ‘Mittens’ (Sansom) seem to refedéad family members:

Cutting bread brings her hands back to me
‘Doorsteps’ (Gililan)

Finally, there are a small number of exceptionthéotopics of anger and
memory (with/about a person/people) and what ikisg about these is that
they have a tendency to haydural third person referents as in ‘Litany’
(Duffy) or in the case of ‘The Thought Fox’ (Hughean animal referent. This
group are also ‘memory’ poems in that they tenceter to particular incidents
in the memory of the narrator, who is the firstguer referent of the poem and
likely to be interpreted as the poet, given theegienexpectations | discussed
above. Unlike the second category, where the menwrgbout a specific
person/people, these third person referents appeabe present in the
backgrounded deictic field of the incident ratheairt being the main focus of
the memory itself:

My eyes search their faces for

the son | don't yet have.
‘Pond Dipping’ (Wardle)
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The options for readers identifying with the deiatentre of people in
these poems are relatively restricted. The mostikleictic centre for the
reader to opt into is the first person narratoif®ugh one could question (or
explore through reader-response questionnaires)thehehis depends on
gender, where gender is known, in the case ofdleeng about anger in relation
to a partner/lover. It seems very unlikely thatdexa will identify with the dead
person in the second group, partly because theyedeered to in the third
person, but mostly because they are dead. In theedloup, the nature of the
narration (an incident in memory) will predisposaders to identify with the
first person narrator and not the other charadtethe poem, partly because
they are mentioned in the plural or are not huntae fox) and partly because
they are part of the scene rather than the foctisegpoem itself.

First person narration with addressee

In the case of the classltyou combination of pronouns, we might
expect these poems to be largely love poems ofativay traditional kind.
There are such poems in my data, including ‘Theeidalscope’ (Dunn) and
‘Valentine’ (Duffy) where the addressee is cleathe lover. In ‘The
Kaleidoscope’, Dunn is addressing his dead wifdclwvion the evidence of the
last category, would indicate using the third pertm refer to her. However,
this poem’s theme is the (unfulfilled) expectatiom has of seeing her still in
her bed and so the immediacy of addressing hetthjirisingyou) is one that
feeds into the emotional centre of the poem.

We might ask how the reader is likely to place hienself into the
deictic field of such a poem. Normal conversatiomgberience would incline
the reader to take up the position of addressestifging with the beloved.
Perhaps the immediacy of Dunn's wife being addcesdeectly could
overcome the reader’s otherwise likely avoidanc&lentification with a dead
person. It also feeds into the universal habitaf dreaming about how people
will react to our death. Individual readers maynib@re inclined to identify with
the narrative voice if they are male (heterosexaatj/or have lost a (female)
partner, though readers are probably able to mgntatanslate’ the
genders/sexuality of protagonists and often dawgesponse not just to poems,
but to song lyrics. Duffy’s lover in ‘Valentine’ iserhaps even more likely to
be the focus of the reader’s deictic positioningtas a clear cut/you love
poem, albeit sung with onions, rather than flowegve you an onion
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Another possibility with these poems is that thades will identify with
the first person rather than the addressee. Thies gagainst norms of
conversational interaction, but fits the genericpaotations of poetry,
particularly love poetry, where the dyad of thedoand beloved opens up the
possibility of identification with either role. Theis a tradition of the lover
being male and the beloved female, but | wouldcgrdtie that this tradition no
longer predisposes readers in quite the same whgt We can conclude about
this kind of pronoun usage is that it is no prealidn its own of which persona
the reader will identify with and that the otherntent as well as the
background of the reader can influence this derefi@tionship either way.

A third possibility is that thé/you dyad leaves no room for the reader,
who is therefore obliged to mentally ‘hover abawe scene like a cupid in
flight, observing but not participating in the seedeictically. This is perhaps
even more likely to be the case in poems with $perferents such as ‘St
Brendan explains to the Angel’ where there is lesdppe for reader
identification with either saints or angels tharthaihe lover and beloved of
other poems. However, it should be added that éineric expectation in prose
fiction would be that it is more likely for readets identify with omniscient
narrator deictic centres when the narrative is lwe third person. The
assumption in relation to prose is that first parsarration draws the reader
into the narrator’s deictic centre. The differenoécourse, with much prose
fiction is that there is rarely an explicit addmesavho is referred to in the
second person.

In addition to the classiltyou dyad poems, there are others in the data
that bring in additional possible deictic centres the reader to identify with.
These include poems like ‘A small slaughter’ (Lgrdehere there is some
evidence that the second person pronoun foraj(is at times a specific
addressee and at other times might be the readsimifar deictic shift in
reference happens in the holocaust poem ‘Shootiags’SDuffy) where the
I/lyou referents are both dea¥qu waited for the bullgtut the reader is also
addressed, presumably from beyond the grave, byahator:

How would you prepare to die, on a perfect Apriéewng
with young men gossiping and smoking by the graves?

There are also poems where the direct addresseesdtiple, as in
Harrison’s ‘Long Distance’. Here, there is the cdioading factor of speech
presentation (in italics) where the deictic cemtfehe first person shifts from
the narrator (poet) to the father. The addresseebath of his parents and this
probably precludes the reader identifying with them
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Another variation on th&you poem is where the first person narrator
includes someone else in the reference by usingptheal we Deakin's
‘Prescription’, for example, includes a main refar(the dead mother) gosu
and has a backgrounded narrator who is hardly wesdi, but occurs in an
exclusivewe which does not include the addressee but possiblydes other
siblings or family members. Most readers would Ilgagientify with this
unspecified family in contemplating a dead motherreative. A different
effect is achieved by Hughes in ‘Robbing Myself’ e the narrator is
captured in the singular pronoubut the plural first persowe seems to be the
addressee (his wife, Sylvia Plath) and the spatyifif the storytelling in the
poem does not really invite the reader to takeitigeof the available deictic
centres of Hughes or Plath. This produces thealdsi effect of making the
protagonists seem unreachable by those of us oltdied in their very tight-
knit (and as we know from this distance, dysfuneid relationship.

Third person narration

Though not providing such a great challenge tardagler in some ways,
poems which are written as 3rd person narrativeprdduce a puzzle for the
reader who has the generic expectation that s/hdevable to take up one of
the deictic centres of the poem’s characters. iibtsresting, therefore, to see
that the poems which are purel§ Person narratives in my data do seem to
find ways of providing a viewpoint for the readertake up.

In ‘Strange Fruit’ for example, Heaney allows u$ydhe position of the
narrator/viewer of the ancient corpse of a girlthy use of the proximal ‘here’
to demonstrate that we are not seeing throughithe @yes:

Here is the girl's head like an exhumed gourd.

By contrast, in ‘Up on the moors with Keeper’, diepall the
participants being referred to in the third perddopley manages to make the
viewpoint of the poem that of the three Bronteesist not their brother or
father, by their prominence in the poem. The sistge mostly the actors in
material action processes, whereas their brothérfather appear only as bit-
part players in optional prepositional phrases, asuglly referred to by a full
noun phrase where the head noun indicates a mdhij with the women,
whereas the women themselves are more intimatefigrreel to by the
collectivethey

They've kicked up their heels at a dull brother
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So, as far as this data show¥, (Brson narratives despite their lack of
obvious positions for the reader nevertheless gtide reader either to a
participant’'s or to an omniscient narrator's paifitview by means of other
deictic or semantico-syntactic features.

Poems with a range of pronoun use

A very large number of the poems in my data, thosligbrt in length,
combine a range of pronoun usage which gives tlaglerea much more
unsettled experience and less chance of settliogaisingular or unambiguous
position in relation to the poem’s deictic centye(Bhere are, for example,
poems written largely in first person, but with thecasional deictic ‘pointing’
to the universal use gbu Here it is in ‘Blackberry-picking’ (Heaney):

You ate that first one and its flesh was sweet

This poem is almost entirely narrated in the fpstson plural We) but
here, the reference to whaiu (= one) did becomes foregrounded internally by
its departure from thave of the narration. Suddenly, the specific story of
Heaney and his contemporaries as children invhiesréader to take up the
parallel position that any child out blackberrykping might occupy and even
readers with no experience of this late summewiagctvill thereby be enabled
to create, as it were, a false memory of such gereence.

Other poems seem to move between different posgibbmoun
combinations, meaning that the generic expectatidribe reader that poetry
will be ‘difficult’ to read are fulfilled as the ezler repeatedly has to re-orient to
the person deixis of the poem. ‘Against Couplingd¢ock) begins in the first
person, but this is generalised by the usemd (not feeling a trespassing
tongue / forced into one's moyitso that although there is a lot of detail which
seems to relate to the narrator’'s own experiencgexfthe appeal to the reader
is to position him/herself in this universal deictientre. However, in stanza
two, Adcock switches to third persoas(his gaze / stirs polypal fronds in the
obscure / sea-bed of her bgdyhich the reader might conclude is a memory of
young love seen as though from afar. The final zaprings the reader to
his/her own deictic centre again as the poem usesty address the reader
directly:

| advise you, then, to embrace it without
encumbrance.
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The earlier use obne for universal reference makes the reader more
inclined to view this later use gbuas second person reference and the explicit
nature of the speech aedyisg also places the reader directly in the position
of addressee. | haven't addressed the questior, béhow male or lesbian
readers would react to what is fairly obviouslyetdnosexual female narrative,
but would be interested to conduct some kind ofiee@xperiment to establish
how the possible tensions between potential reaolgition and reader identity
might manifest themselves in the reading process.

Second person narration

Perhaps the most common and certainly one of tret mteresting uses
of pronouns in the data considered for this projgas the second person
narrative. In these cases, there is no first peussage and thgou becomes the
default deictic centre of the poem. The resulb# it is often possible to read a
whole poem withyou referring to the universal ‘one’ (which of coutiseludes
the reader) and also, by dint of the detail inghem, clearly referring also to
the narrator of the poem itself (i.e. equal)tadn ‘Pain tells you what to wear’,
for example, McGuckian appeals first of all to soikied of existential
experience of naturéfice you have seen a crocus in the act / of giwiag to
the nigh} which encourages the universal interpretatiothefpronoun, but the
increasingly specific detail in the rest of the moleelies this interpretation and
implies that the narrator is telling her own story:

Of all silences, the hardest to bear
is the strange vegetation of your clothes,

Of course, there remains only one potential readsition here, so the
merging of the universal with the particular does cause a rift in the deictic
position of the reader who moves smoothly fromKimig in terms of universal
human experiences to imagining the specific expedeof the narrator from
the inside. The additional effect of this smoo#imsition is that the narrator is
experienced by the reader as being estranged esenher own experience,
unable to usel of herself and seeing the world as suddenly abeul
antagonistic:

a brand-new sleeve becoming haggard
with a garden's thousand adjoining moods.

A similar effect is created by the relatively deddyuse of pronouns in
‘Summer Evening’ (Sansom) where the first stanza aevery specific scene
but includes only incidental participants, somesmegen deleted by the use of
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the passive voicdle garden centre’s scented colours / are loaiaeithe backs
of estatepor by judicious personificatiorthat saw_offices undreder lunch
and there is no apparent internal point of viewaassult. The second stanza,
however, brings in gou pronoun which is repeated throughout a very dmail
set of scenes as the persona walks by the river eanerges as having
(possibly) been the narrator throughout the poeterall. The reader is
therefore, gradually sucked into a specific deietevpoint of a character who,
it seems, is not just having a pleasant walk onranser evening, but is also
having some relatively dark thoughts about oblivion

you imagine

being out on that water, the drag

and viscous ripples as you pull,

then shipping oars and just letting it drift.

The chilling effect of the end of this poem whiakems to begin very
cheerfully is partly delivered by this careful usfenarrative voice, starting very
distant (or even impersonal) but ending as a vexgraarrative viewpoint. By
this stage the reader may be incapable of stayoaf #om such a narrative
viewpoint and the deictic effect of the poem on tbader thereby mimics the
imagined effect of the river on the narrator.

Some poems make use of this potential of the pnoriorm you to link
the reader, the narrator and the universal (evefyas a way of presenting
emotions and experiences that can be interpretesomaly though the reader’s
own experiences. ‘Song of the Non-existent’ (Rusydar example, sets out a
scene of unease at dusk where *‘Anxiety walks admske polished counter’
and where first of the two occurrences of the puongmu is interpretable ak
(i.e. the poet/narrator):

This is the page on which you write the word ‘angels
and the second is more clearly potentially bothnizweator and the reader:

your sudden reluctance to remember
How hard it was, and how beautiful, to live.

It would be premature to assume that all such o$g®u as the sole
deictic centre of poems were equally anxious orrekged, though my data
does bear out this interpretation.
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Conclusions

One of the clearest conclusions of this projecthist there is some
interesting scope for reader response researck tatiied out in relation to
reader positioning in poems. However, this is ri@lleeasy to do and there are
many obstacles in the way which would make sucleamef perhaps less
satisfactory than we would wish. In the meantimeni of the opinion that
there is a great deal that we can say about thethatytexts use linguistic
features to predispose readers towards taking gpoorother (or more than
one) point of view.

One amongst a number of the features of languagehvgeems to be
particularly powerful in this regard is personalixiee as realized largely
through personal pronouns. This project, thereftwek fifty contemporary
poems and traced their use of a range of persaonabpns to establish what
options the reader had in relation to taking upeavpoint within the narrative.
The resulting partial typology is as follows:

. | — first person narration

. | /you — first person narration with addressee

. I/ (s/he) — first person narration with specifither’

. S/he — third person narration with implied omnistiearrator

. S/he - third person narration with one or mordip@ants as focalizer

. you - second person narration where you refetsdoe or you (the reader)

These categories are not watertight, nor do theyqaately represent
those poems where there are repeated shifts opwietv There is further work
to be done on the complete range of potential tilepoints’ in poems, which
can be an entirely linguistic task. It could beldaled by a reader response
project, to see whether the hypotheses producethdyinguistic analysis is
matched by the responses. Both of these may bableri

A full theory of personal deixis and reader positng in poetry is still
some way off, but there seem to me to be pattemesging from this limited
set of data which indicate that the effort is waitile and the insights into
poetic meaning which result are useful.
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COETZEE’'S STYLE IN DISGRACE

Simone Rinzler
Université Paris Ouest Nanterre La Défense— CRER-370

Résumé: Cet article défend la these selon laquelle lautecet I'analyse du style de grands
auteurs est I'enfance de I'écriture et de I'étrermande. L'écriture et le style sont intimement
liés dans le style du romddisgracede Coetzee. Grace au recours d’un style impersaqrgl
selon Deleuze, « pousse le langage a sa limitewstelir beckettien et kafkaien opere une
adaptation stylistique (involontaire) du concept«dseutre » chez Barthes. Istyle neutrede
Coetzee s’attaque a de nombreuses questions qresséiit tout autant les spécialistes (et les
amateurs) de littérature, du langage et du style, @pux qui s’interrogent sur les rapports entre
écriture, conceptualisation et étre-au-monde dansnande terrifiant, sans cesse en cours de
remaniement.

Mots-clés: affect, Barthes (Roland), Beckett (Samuel), bégamtm@oetzee (John Maxwell),
Deleuze (Gilles)Disgrace répétition grammaticale, répétition lexicale,hryie, minoration de
I'anglais, nature, neutralité lexicale, voix passiprosodie, qualification, répétition, reformudati
rythme, style, style beckettien, style deleuzigylesNeutre, style plat, tempérament.

Sous chaque mot chacun de nous met son sens ou
du moins son image qui est souvent un contresens.
Mais dans les beaux livres, tous les contresens
gu’on fait sont beaux.

(Marcel Proust, Contre Sainte-Beuvel)36

Introduction
Nobel-prize winner John Maxwell Coetzee is well Wmofor his strong
liking of Beckett, so much so that he is referre@s$ being a Beckettian author,

together with Scot James Kelman and Spaniard EarNjla-Matas. Just
because most of his main characters are reminisdehe protagonist of he
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Unnameable(L'Innommablé does not necessarily make him a Beckettian
author. Is he so because of his linguistic or h&matic style? Or because of
his specific use of language—brief, concise, lagotight—yet accurate and
sharp—compact and condensed—yet repetitive? Qrdse to the existential
themes he deals with—the pain of being, the paiantielonging the pain of
incommunicability?

Another issue must be addressed. Does being a iackauthor mean
that the written style should necessarily be Bd@®tfrom a linguistic and
stylistic point of view? Were it to be the casestige to be defined as a literary
and philosophical atmosphere, or as a languagesgdriterion?

The answer is that it should be defined as botlcoafse. | contend that
in stronglycommitted texts, style from its linguistic, formal viewpoirdannot
be dissociated from content.

In the preface to his partly biographical, parthtical work Doubling
the Point Editor David Attwell (1992) reveals that Coetze@octoral
dissertation was a stylostatistic study of Beckettiork LessnesgSansin
French). His linguistic and stylistic critical apaich was language-driven and
computer-assisted. It shows that the former Profesé Literature in the
University of Cape Town, apart from being the intgronal renowned writer
of Waiting for the Barbarians-oe, Disgrace Elisabeth Costellpetc. is also a
linguist specialised in style and mostly in Beckettyle. He is also a prolific
and unrelenting critic. His praise of classicadgture is illustrated in the essay
“What is a classic? A Lecture” (Coetzee, 2001, 20629)—which | will use
to study his style.

Studying the style of an author in a novel coulddomsidered as a
betrayal of the craft and skill of the author, @ kraftsmanship. But this is
precisely what Coetzee did with Beckett and Betketlyle. InDoubling the
Point, he acknowledges that his research did not le@e-dn anyone—very far,
but studying closely and so to say scientificallg style of an admired author
was a determining factor in helping him to becotme @author he is. Trying to
grasp the secrets of a style is learning the trafkéhe trade for anyone who
writes through a practical experience, by observiigssifying, looking for
some hidden or quasi magical patterns. It is thielletod of writing in which
the writer behaves like a child, eager to undedstdre world and copy the
model of his elders, masters and “role-models” ritheo to grow up and to be
able to fend for himself.

1 The concept of aommittedtext is part of the French culture. It does natehan equivalent in English.
The termcommittedhere is to be understood with the connotatioerajagéin the French expression
littérature engagée
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This is precisely what Coetzee says when he comsparesic to
literature. In his lecture “What is a classic?”,dmmpares Bach to Eliot:

1. This is the point where parallels between liim@and music, the literary classics and
the musical classics, begin to break down, and eviilee institutions and practice of

music emerge as perhaps healthier than the ingtituand practice of literature. For the
musical profession has ways of keeping what it eslalive that are quantitatively

different from the ways in which the institutionsliterature keep submerged but valued
writers.

Because becoming a musician, whether executameative, not only in Western tradition
but in other major traditions of the world, entaitsng training and apprenticeship,
because the nature of the training entails repgagefdrmance for the ears of others and
minute listening and practical criticism, togetiéth memorization, because a range of
kinds of performance has become institutionalisesin playing for one’s teacher to
playing for one’s class to varieties of public peniance — for all these reasons, it is
possible to keep music alive and indeed vital withrofessional circles while it is not
part of public awareness, even among educated @e@itanger Shores‘What is a
Classic? — A Lecture 17)

Thanks to this parallel, one can understand howdaes spent working
on Beckett's style, but also on linguistics, wasetstylistic training for the
author-to-be. This can be found in the interview #re essays published in the
chapter entitled “Syntax"doubling the Point Chap; Syntax, 139-194): “The
Rhetoric of the passive in Englishib(d., 1980, 147-169), “The Agentless
Sentence as Rhetorical Devicadid. 1980, 170-180) and “Isaac Newton and
the Ideal of a Transparent Scientific Languagleit(, 1980, 181-194). In these
studies of other authors and of impersonal rhedbdevices such as the use of
the passive, Coetzee was developing his thougharmmuage and style and it
led him to link it with the intentions of the authby practising, criticising,
studying and writing. This is where his simile beam apprenticeship in music
and literature came into being.

His position in the cultural and literary field ikat of apolygraph a
term used by Barthes and developed by Benoit Demiss—notes that the
figure of thepolygraphwas personified by Sartre in France (Denis, 2Q809;
299). Coetzee’s multiple interests and skills engass computing, linguistics,
stylistics, music, literary criticism and writinghanks to his now worldwide
fame, he has also become an original, reluctantpbuterful and forceful—
orator. Thanks to his versatility, he has beconmeagor voice in the late 20
and early 21 centuries.

In this study, | will show that a neutral stutteyistyle can be more
forceful than a florid, flamboyant Rushdie-like lsty
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Concepts
The Neutral after Barthes

| contend that his style verges tme Neutral a concept developed by
Roland Barthes iThe NeutrallLe Neutre 2002). In that sense, his style is not
only Beckettian, but it is Barthesian too in thatanforms to what Barthes has
developed. Yet, the categorization shouldn’t en@ hidis style beingrieutral
from a Barthesian viewpoint—as | will show—is al3eleuzean in that, first it
stutters and makes language stutter, and secanderiges on aeutral style
This makes him also a Kafkaian writer.

With an author of his calibre, the depiction/préston of singular characters
and plots sited in singular historical, social i@l and cultural contexts opens up
the way to the universal. | will show thahautral stylein the case of his novel
Disgrace makes it possible to erase the marks of the peesef the author to
better control and, of course, convey his univeasal existential intentions.

In singular non-neutral plots in which there ismendous violence and
strong affect—Deleuze talks about literaturecapture d'affect—, writing less
amounts to telling more. By the absence of visiiide effects, Coetzee’s
writing not only tells more, but it also tells ramgality through his use of
fiction. Fiction serves the presentation of the IReend not its representation.
The Neutral is raw. It presents raw reality anthi@e telling than any essay or
any audio-visual documentary, precisely becauisepitesented under the guise
of fiction. The Neutral in style documents realitythe way the Belgian TV
programme Strip-Tease has revolutionised the often too wordy and
demonstrative genre of the documentary by avoidimgoff commentary. This
is what Coetzee’s fiction does Disgrace And, in this instance, academic
papers are part and parcel of writing. Note thag¢t@ee himself has written a
great number of papers and literary criticisms g question of style, from a
linguistic viewpaoint.

The Neutral in style refuses analysis and commegntaipresents bare
facts — no asides, no auctorial “stage directioms’tidascaliesdisturb the
presentation of raw fictional facts and raw “notfgdional” reactions to the
Real. Being non-garrulous, it is not directivectimpels the reader to achieve
his own Bildung together with the protagonist David Lurie, an agimhite
Picarolost in Post-Apartheid South Africa.

A Deleuzean style: the minorization of English pushed to itslimits

Coetzee can also be considered as a Kafkaian atttsonovels tell the
stories of anti-heroes struggling with life. Theixistential problems prevent
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them from feeling that they belong. Such is theecak David Lurie/Gregor
Samsa. The theme is Kafkaian, but the comparisos deeper still. The style
also bears a strong resemblance to Kafka's usangluage. This was studied
by Deleuze & Guattari ilKafka: Toward a Minor Literatur¢1986) orKafka :
pour une littérature mineur€l975).In the same way as Kafka “minorized”
German—which was not his mother tongue—, Coetze®utch descent and
whose mother's “mother tongue” was German, “mirgsiz English. His
specific use of English makes languagtuttef’. He uses English as if he
wrote in a foreign language. Writing in a languaggch is not theirs is the
peculiarity of most postcolonial authors. In thelddzean concept, it is not
necessary to be a non-native speaker to make lgagiatter and “write like a
foreigner in one’s own language”. The quotationtagen from Proust’s
conclusion of hiontre Sainte-Beuve

2. Les beaux livres sont écrits dans une sortamtgule étrangére.

Starting from this idea, Deleuze, together with tBarg developed this
concept of language and style which has been agdlgxtensively by Jean-
Jacques Lecercle iDeleuze and Languag€&or Deleuze, the aim of the writer
is to “push language to its limits™:

3. It would seem, then, that in Deleuze, ‘writingthe site of a problem (‘the problem of
writing’ is the object that Deleuze, in his prefaceCritique et Clinique undertakes to
tackle in that collection of essays), and styl¢his concept that names the problem. In
L’Abécédaire in the'E comme Enfancesection, the problem is indeed formulated as
one of becoming: to write is to become, but nobécome a writer (an obvious allusion
to Proust); it consists in pushing language toliitsts, not in recovering the trivial
memories of one’s childhood. Again, the very conadstyle is a protest against theories
of the individuality, and originality, of the authgLecercle Deleuze and Languagehap. 6
“Another Philosophy of Language: Style and Stutigt 2. Style, 221)

In the case of Coetzee, the plot of singular irdligls with their own
“temperaments” and reactions to the hardships @fRbal leads the reader to
build his ownWeltanschauundrom a universal point of view. This is due to
the way Coetzee pushes English to its limits, usilhghe devices at hand to
come to what Deleuze calls “the fourth person”, mieg not the |, the YOU,
or the HE or THEY, but the impersonal. Further loegercle notes:

4. Deleuze insists on the impersonality of styleereet he shares with Foucault, the exact
opposite of the commonsense conception of stiydel.( 223)

No wonder Coetzee can render this impersonalityedb He has worked
extensively on the passive voice, one of the mostepful ways to achieve
impersonality and thus meutral style through what Coetzee calls “the short
passive”, i.e. the agentless passive. The charsiateof Coetzee’s Style in
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Disgraceis not the passive in itself. Various other rhigirand linguistic
means are used to get to this kind of impersonalityis is how singular
destinies get a universal status.

Some Characteristics of Coetzee’s style misgrace
Lexical neutrality

The most striking thing about this novel is the rallelexical simplicity
used to serve, not a modernist representation @it whuld be real, but a
postmodern presentation of a story triggering aevitable suspension of
disbelief. Here, fictioris the real. The neutrality of the words used sewaves
neutral style, not a neutral text or story.

The apparent lexical neutrality is not to be taksna form of flatness.
The Neutral is not what could be called “the flathe Neutral requires the use
of chiselled stylistic devices which are not metaribe discovered, but rather, if
| may say so, must appear as non-existent, thdisappear from “the visible”.
The less apparent the stylistic efforts are, theentioe stylistic effects affect the
reader.

From the very beginning, an interpolated clauseyesiy the novel is not
going to be a mere story, but an intellectual, epheal work encompassing a
universal view of humanity through the depictionaofew singular characters.
It is stated clearly with a very simple expressimken from everyday
vocabulary. The claus® his mindfinishes the first line of the incipit but not
the sentence. Here is the clause in its context:

5. For a man of his age, fifty-two, he has, tomiad, solved the problem of sex rather
well. (Dis, chap. 1, 1, incipit)

| suspect the succession of four commas in the tive-line sentence
would probably not be advised in a course of cveatiriting. And what a
shame! If the sentence did not have these appamemtations due to the
separation achieved by the commas, the style wbealdlat. Let us try to
remove the four commas and see what happens:

5a. For a man of his age, he has solved the probfesex rather well.

In this first transformation, the two interpolatelduses have disappeared.
Let us now keep one of them which can hardly bpetised with:

5b. For a man of his age, fifty-two, he has soltrexlproblem of sex rather well.

This transformation takes us frothe neutralto the flat Far from the
flourish of many an opening sentence, the inaugugatral sentence written by
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Coetzee exhibits an unseen transparency. The effetitis transparency is
paradoxical. Meant to be unperceived, it is presbntvever, and bears a
meaning. It is a truth universally unacknowledghkdtt as | have contended
elsewhere, Silence is language tédband thatthe neutralin style, together
with what Coetzee calls “the short passive” (ilee tigentless passive), says
more, that is, much more than is usually thoughtallows the unknown
presence of the author-utterer (or enunciator) umigie guise of a linguistic
presence-absence. Being linguistically unmarkedhénsame way as agentless
passives—i.e. unconstrained by language, but neguftom an enunciative
mental operatiorthe neutralgoes unheeded and can operate in the obscurity
provided by transparency.

This hidden meaning conveyed by the neutral isnind@al. As in a
photographic negative, it reveals the presencehefauthor and, thence, his
intention. Indeed, the question of auctorial ini@mtis important for Coetzee
who, inDoubling the Pointstudied how the use of some intriguing passiyes b
authors such De Foe, Swift and Beckett bringsdbtlthe deep thought of the
author and his intentions. The novel is not abbetgrotagonist’'s sexual habits
with a prostitute, not about his (half-consentedlf laccepted) “rape” of a
student, but about the workings of his mind. Thee¢b his mindis brought
out, embedded between the two commas cutting tlie cteuse into two parts.
It leaves the somewhat shocking revelation in andtec position, at the end of
the sentence—where the new piece of informati@ll ifie more enhanced as it
has undergone a delaying process.

What is more, the syntactic device with its intéaped clauses enables
the sentence to begin the novel with a rhythm lecplmetrical feet. The
guestion of rhythm is relevant, as David Lurie toyith the idea of writing an
opera. To show the rhythm of the sentence, strglightes are enhanced in
bold:

5c. For a@man of his ‘age, ‘fif ty-‘two, he‘has, to his‘mind, ‘solved the ‘pro blem of
‘sex ‘rather‘well.

The whole sentence is composed of:

a) two anapaest&ior a man / of his age
b) one trochedifty-two,

c) one iamb (which may be considered as a trochaesponded: he has,

2 The concept “Silence is language too” is adaptethfthe work of plastician Letizia VOLPI, 1990
“Silence is Music too #2” (RINZLER, 2007).

3 The choice between iamb, trochee or spondee f@ncihcomplete clause, depends on the interpoetati
of the text by the reader and hence on her reptei@m of the appropriate intonation. For a silergder
has a mental representation of the appropriateation of what is read with the eyes only. The redut
first reading of an incipit should be consideredttier than stressing the prondwerwhich would be an
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d) one anapaedb his mind,
e) two trochees followed by two iamissilved the problem of sex rather well.

The versified first sentence, with its changes ietrinal feet and its
violations of simple syntax, imposes a singularrtotic rhythm on the whole
novel, somewhat reminiscent of the unbalanced efefhe gnome with his
crooked legs irPictures at the exhibitiotny Modest Mussorgsky. Coetzee’s
style reveals the balance of the unbalanced, tgthmh of the Badiousian
“Event” in an ever growing horror.

Lexical repetition

Coetzee practices lexical repetitiad libitumand in that respect he can
be seen as the champion of this stylistic and cheriaing device. It starts
from the very first page, first with the advedzhnically

6. Technically he is old enough to be her fathat;then, technically, one can be father at
twelve Qis, chap. 1, 1)

The adverb, with its denotation, hints at the ctigrabeing described by
an omniscient narrator. Technique is the thing, @obtions, as the reader
discovers gradually each new situation after eauh situation.

Yet, it does not prevent Coetzee/Lurie from thiigkabout pleasure. But
then again, it is the technical point of view whislthosen, not the sentimental
one. Pleasure is not love, and this is precisedy dbre of the novel and of
Lurie’s problems with his environment wherever loeg

7. Because he takes pleasure in her, because hsupdeis unfailing, an affection has
grown up in him for her. To some degree, he befietkis affection is reciprocated.
Affection may not be love, but it is at least iaisin. Dis, chap. 1, 1)

Fate orfatum seems to be the key word in this pessimistic nagels
revealed by the noutemperamentrepeated seven times in four consecutive
paragraphs:

8. That is his temperameriis temperameris not going to change, he is too old for that.
His temperamenis fixed, set. The skull, followed by the tempeemithe two hardest
parts of the body.

Follow your temperamentt is not a philosophy, he would not dignify ittivthat name.
Itis a rule, like the Rule of St Benedict.

emphatic reinterpretation— or the two wotdshas regarding the following co-text on the right—wihnis

a possibility— it feels normal for the reader teativer the incipit of the text by following the Basules

of intonation. According to these rules, an auwfliat the end of a clause, sentence, or before an
interpolated clause cannot be reduced and is thessed.
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He is in good health, his mind is clear. By professhe is, or has been, a scholar, and
scholarship still engages, intermittently, the cofehim. He lives within his income,
within his temperament within his emotional means. Is he happy? By most
measurements, yes, he believes he is. Howeverasiendt forgotten the last chorus of
Oedipus call no man happy until he is dead.

In the field of sex his_temperamenhough intense, has never been passionBis, (
chap. 1, 2)

Only now does the attentive reader perceive theoitapce of this
concept in Lurie’s mind. Yet, the term has alrebdgn used in the first page:

9. In bed Soraya is not effusive. Her temperanwint fact rather quiet, quiet and docile.

Temperamentas a key word prevents Lurie from thinking about
behaviour—social behaviour, professional behavidamilial and political
behaviour, but also language behaviour, seem twbw®letely foreign to him.
Everything is shown as if nothing could be changedif temperaments ruled
everything. This will be emphasized in the secoad pf the novel, after the
catastrophe in this post-Apartheid context oppogiegresentatives of the
former Masters, the Whites, and former oppressackippeople.

Grammatical repetition

The repetition of the same pattern enables theoauith show the
reciprocity envisaged by David Lurie between Soraya Lurie himselfin
Lurie’s mind of course:

10. Given their unpromising beginnings, they haeerblucky, the two of them: he to
have found hershe to have found hin{Dis, chap. 1, 2)

The pattern evokes a chiasmus. It makes it posgibow what's on
Lurie’s mind, which is quite distinct from the reAhereas Coetzee could
have written:

10a. Given their unpromising beginnings, they heth been lucky to have found each
other (manipulation)

The manipulation shows a true reciprocity, whendhi@smus reveals an
intention of the author through the use of languddee manipulation would
have been simpler and shorter, but it would noteheanveyed the auctorial
irony hidden in the choice of that syntactic stauet The utterance, starting
with Lurie’s expression of his luck posed as thstfelement of comparison
shows the unfolding of Lurie’s thoughts. He thirddshimself first and then,
thanks to a psychological projection, imagines tuhat he feels is, term to
term, what Soraya should necessarily feel. Theasyict structure iconicises
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Lurie’s WeltanschauungEverything is filtered through his own apprehensi
of the world. Apprehension here is to be takenothltsenses of the term in
English as well as in Frenclappréhendemeaning bothunderstanding or
dealing with andfearing This recalls the initial interpolated clausge his mind.

Qualifying through adjectival reformulation

The depiction of theemperamerstof the characters follows a repetitive
pattern which is the pattern of reformulation. Tright qualification can be
achieved through the repetition of adjectives which complemented with
another qualifier:

11 (9) Her temperament is in fact rather quietetjand docile.Dis, chap. 1, 1)

The first qualification here comes from the adjptijuiet to which an
addendum is appended. When used for the second ttimdirst qualifier is
linked (byand) with another onelocile meant to specify the idea to the point
of verbal perfection. This is achieved with the wdepunctuation, with a
comma, then with the use afd coordinating both adjectives to create a whole
new qualification. The whole qualification is congga of the whole qualifying
group composed ofjuiet, quiet and docileGrammatically speaking, the
gualification is proposed through the recourseht énunciative operator BE
which is a marker of identification. The subjecttloé sentencher temperament
(that is, Soraya’s temperament) is identified vift complex adjectival group
built around repetition and complementation. Thelesmdlum withdocile is
enhanced by the repetition of the very first adyectHad the sentence been
syntactically simpler:

11a. Her temperament is in fact rather quiet argilelo
the idea conveyed would have been much less sirikin

With the repetitive pattern of adjectival repetitiand addition, Coetzee
makes language stutter, through an affect of laggutself — as Deleuze has
shown in “Bégaya-t-il...” (Deleuze, 1993, 135-143nheTstuttering does not
come from repetition itself, as would happen witinug stutterer (such as King
George played by Colin Firth ifihe King's Speeghlt comes from a language
use which, despite being apparently simple andrakeuactually reveals a
grammatical complexity leaving an impression of @igity. This is in
accordance with how Barthes conceptualized “thetfd€uThe Neutral is not
the simple. It is an apparent simplicity operateiigh a stylistic working of
language. From this stylistic researchtloé neutrala conceptual complexity
emerges through small strokes leading to the creaif verbal portraits of
“temperaments”.
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The passive

I will not have time to deal with the special udetlte passive here. It
would require an entire study. But one thing isyvstriking. When after the
catastrophe, Lurie becomes at last able to talk @mmunicate with his
daughter, he talks of rape, not in the passiveeydiat in the active. This is a
very astonishing stylistic device. Indeed, usualige a few other verbs in
which a “patient” undergoes a detrimental act ohaltfeof a an indeterminate
group, the verb “rape” is used in the passive, uwhat | termed long ago
“the maxim of human compassion my doctoral thesis (Rinzler, 2000, 579-
581). The use of the active:

12. They do rape.

is a strong linguistic signal that something isimledly changing. The plot
changes dramatically. Formerly unable to vent haights and emotions, to
talk with the others and to have a rather norm#ieiadaughter relationship
with his lesbian daughter, Lurie not only begindatk. But when he does, he
truly “pushes language to its limits” inreeutral styleaccording to Deleuze’s
theory of style revealed by Lecercle (2002).

CONCLUSION

| started with a few questions and some have raill completely been
answered because they probably cannot.

My feeling is that style cannot be separated fromtent. | have already
made this contention elsewhere in relation to therg of the manifesto—and
that of committediterature odittérature engagéevhich acts as a new form of
manifesto (Rinzler, 2010).

Style is both the maid and the master of contenthé case dbisgrace
a neutral styleenableghe author to depict singular fictional behavioirsa
singular situation with, as a result, the graspafighe universal in the Real.
The choice of aeutral styleenhances the post-modernist presentation of the
world in all its rawness. It demolishes modernitpt only for the benefit of
former post-colonial areas, but for the benefihamanity.

This is why stylistic studies must be strongly aefed in these hard
times, particularly those experienced by the hutiesi Abandoning our
untrivial pursuits is not on our agenda. Defending stylditerature is
defending the universality of mankind. It is oursbéool against barbarigm
We will not bewaiting for the barbarians

4 The “parbarism’ may be understood as well fragriitguistic or its cultural and historical meaning
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Marie-Agnes GAY
Université Jean Moulin - Lyon 3 — IETT EA 4186

Breach of Contract:
Pragmatic Variations on a Theme in Richard For8tsort Story “Privacy”

Résumé :

Tout en ayant recours a divers outils pragmatigiegsicle emprunte principalement a la théorie

de William Labov sur les six étapes de tout réait afin d’analyser les ressorts trompeurs de la
narration dans « Privacy » de Richard Ford. Cetteteawuvelle a la narration homodiégétique
permet, par sa longueur et son mode narratif, d&us prolongements avec un récit oral.
L'article scrute la fagcon dont le texte fait mine guivre a la lettre la structure classique d'un
récit pour mieux la subvertir, le texte rejouanisaidans sa forme, et plus particulierement au
niveau de la relation narrateur/narrataire, sorifrfématique principal qui est celui du leurre et

de la tromperie. Au-dela, il démontre que le jeecale narrataire et la violation des régles de
communication masquent, paradoxalement, une teatgtius radicalement solipsiste d’auto-

aveuglement de la part du narrateur.

Abstract:

While resorting to various pragmatic tools, the gragraws especially on William Labov’'s
theory of the six stages of oral story-telling irder to analyze the deceptive mainsprings of
narration in Richard Ford’s “Privacy”. This five-paghort story told by a homodiegetic narrator
offers obvious parallels, because of its short leramd its narrative mode, to an oral tale. The
paper scrutinizes the way the text pretends toeabity strictly by the classical structure of
story-telling in order the better to subvert it tlext thus reproducing in its very form — and more
particularly at the level of the narrator/narraredationship — its central thematic motif of
deception. Beyond this, the paper demonstrateshbgblay with the narratee and the violation
of communicative rules paradoxically mask a morBaaly solipsistic attempt at self-deception
on the narrator’s part.

Keywords: Pragmatics, Stylistics, Discourse Analysis, NanmratNarratee relationship, William
Labov, Richard Fordj Multitude of Sins

Mots-clés : Pragmatique, Stylistique, Analyse du Discours,aReh narrateur / narrataire,
William Labov, Richard FordA Multitude of Sins
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Craig HAMILTON
Université de Haute Alsace - ILLE EA 3437

“The Rhetoric of Text” Reconsidered in Fiction aAdtobiography

Résumé :

L'article présente plusieurs principes rhétorique® Leech et Short ont introduit dans “The
Rhetoric of Text,” chapitre sept d&tyle in Fiction,afin d’analyser des textes de Hemingway
(fiction) et de Sting (non-fiction).

Abstract:

The paper presents several rhetorical principles tleech and Short first introduced in “The
Rhetoric of Text,” chapter seven &tyle in Fiction in order to then analyze texts from
Hemingway (fiction) and Sting (non-fiction).

Keywords: rhetoric, stylistics, end focus, imitation, icoityg viewpoint

Mots-clés :rhétorique, stylistique, imitation, iconicité, poide vue

Lesley JEFFRIES
University of Huddersfield, U.K.

Readers and Point-of-view in Contemporary Poenf@uastion of Pronouns
Résumé :
Cet article étudie I'utilisation des pronoms dane simquante poémes en anglais et suggere une
typologie partielle de I'utilisation et de la sifjnation des pronoms en poésie du point de vue de

la réception.

Abstract:
This paper explores pronoun usage in fifty conterapopoems in English and proposes a partial
typology of poetic pronoun use and meaning, fromaaler’'s perspective.

Mots-clés :style, poésie contemporaine, utilisation des pmosjaleixis.

Keywords: style, contemporary poetry, pronoun use, deittift theory
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Vanina JOBERT-MARTINI
Université Jean Moulin - Lyon 3 — ERIBIA GREI EAQ6

Readerly Involvement in the First Chapter of EdriBr@n’s
The Country Girls

Résumé :

En se fondant sur une étude stylistique du preri@pitre deThe Country Girls I'article
s'attache a montrer comment s’établit la relatintreela narratrice et son lecteur. La focalisation
interne et les adresses directes au lecteur pembéttcelui-ci de se projeter dans le monde rural
irlandais des années 50, cadre de I'enfance dartatrice. Les apports de la stylistique cognitive
sont utilisés pour mettre en évidence le jeu dé&rences et le caractére prototypique des
personnages ou des situations. La derniére paetiGadicle s'intéresse aux questions touchant
I’évaluation, c’est-a-dire les jugements portéslparpersonnages, mais aussi par la narratrice et
son lecteur, I'ensemble débouchant sur la réceplioroman par la critique.

Abstract:

This paper is a stylistic analysis of the first ptes of The Country Girlslt focuses on the way in
which the relationship between narrator and re&gradually established. Internal focalisation
and direct addresses to the reader encouragetteettaoperate a projection into the narrator’s
Irish rural world. Cognitive stylistics is used deal with inferences and prototypicality, while
the last part of the paper focuses on the quesfi@valuation, i.e. characters passing judgment
on one another and influencing the reader’s peimepbut also the way in which O'Brien’s
work was received by critics.

Mots-clés :stylistique — narratologie — stylistique cognitive focalisation — inférence —
schemes — évaluation — réception critique — O’ Brid@minisme — Irlande — réalisme.

Keywords: stylistics — narratology — cognitive stylisticsecélization — inference — schemata —
evaluation — critical reception — O'Brien — feminisntrishness — realism.

Manuel JOBERT
Université Jean Moulin — Lyon 3
Paris Ouest Nanterre la Défense CREA - EA 370

Total Report in Alan Bennett's “A Cream Cracker léndhe Settee”

Résumé :

L'objet de cet article est d'analyser comment ABennett parvient a provoquer I'empathie du
spectateur dans la séri€alking Heads En effet, dans ces monologues, la structure tiagra
peut étre percue comme un frein a l'implication éomnelle et les thémes abordés, s'ils sont
universaux, ne sont guére remarquables. Or, ceslomues — qui sont devenus des classiques
de la littérature contemporaine — fonctionnentrepertent I'adhésion des spectateurs / lecteurs.
Le monologue de Doris dans « A Cream Cracker Undef#ttee » est pris comme exemple du
tour de force dramatique accompli par 'auteur.
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Abstract:

The purpose of this article is to analyse how ABamnett manages to make viewers empathise
with the narrators of hi$alking Headamonologues. Indeed, in these monologues, the wiseo
structure of the narratives could very well be pared a hindrance to readerly involvement and
the themes touched upon often appear mundane eled@ir universality. However, these
monologues, which have become contemporary classiesffective: viewers / readers manage
to feel with the different narrators. Doris's moogle in “A Cream Cracker Under the Settee” is
analysed here as an example of Alan Bennett's dratcair de force

Mots-clés :empathie — double allocutaire — mémoire — namatiale.

Keywords: empathy — dual audience — memory — oral narrative.

Geoffrey LEECH
Lancaster University, U.K.

Virginia Woolf Meets WMatrix

Résumé :

Le logiciel WMatrix, créé par Paul Rayson, permet amalyse stylistique comparée d'un texte
au regard d’'un corpus de référence, c'est-a-direampus représentant un « style d’'anglais »
pertinent pour la comparaison. Pour cette étudéraxgntale, j'ai choisi la nouvelle de Virginia
Woolf intitulée « The Mark on the Wall » (1917) com texte soumis a I'étude. Cette étude s’est
révélée assez concluante en ce qu'elle a permimatze en lumiére des mots-clés ainsi que
d’'autres items que j'avais, de maniere impressiBni jugés pertinent d’'un point de vue
stylistique et thématique.

Abstract:

Le logiciel WMatrix, créé par Paul Rayson, permee @nalyse stylistique comparée
d’'un texte au regard d’'un corpus de référence t-élefire un corpus représentant un
« style d’anglais » pertinent pour la comparaid@our cette étude expérimentale, jai

choisi la nouvelle de Virginia Woolf intitulée « &Mark on the Wall » (1917) comme

texte soumis a I'étude. Cette étude s’est révédéezaconcluante en ce qu’elle a permis
de mettre en lumiére des mots-clés ainsi que dfaltems que j'avais, de maniére
impressionniste, jugés pertinent d’'un point de styistique et thématique.

Mots-clés :WMatrix — corpus — analyse stylistique

Keywords: WMatrix — corpus — stylistic analysis
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Claire MAJOLA-LEBLOND
Université Jean Moulin Lyon 3 - ERIBIA - GREI EALQ6

The Three S’s of Stylistics

Résumé :
Cet article est une réflexion sur la méthodologidisique, librement inspirée du travail de
G.Leech et M.Short, appliquée a une nouvelle déiakfil Trevor, « Solitude ».

Abstract:
This paper is a free meditation on the methodolo§ystylistics, inspired by G.Leech and

M.Short's seminal workStyle in Fictionand offering interpretative perspectives on one of
William Trevor's short stories, “Solitude”.

Mots-clés :nouvelles, saillance, ligne serpentine, silentdistique, William Trevor.

Keywords: short-stories, stylistics, salience, serpentine,lsilence, William Trevor.

Clara MALLIER
Université Michel de Montaigne Bordeaux 3

The Meaning of Concessive Clauses in Jim Harrisovisk:
a Grammatical Reading of Mind Style

Résumé :

A travers une étude de cas (I'emploi des propasitioncessives dans I'ceuvre de Jim Harrison),
cet article aborde sous un angle grammatical le@iéne de « mind style », montrant que la
singularité d’'une vison du monde peut s'incarnarsddes choix grammaticaux aussi bien que
dans des préférences sémantiques ou lexicales.

Abstract:

Through a case study (the analysis of Jim Harrisose of concessive clauses), this article deals
with the grammatical side of “mind style”, showitftat the singularity of a worldview can be
expressed through grammatical choices as wellraggh lexical or semantic preferences.
Mots-Clés : stylistique, linguistique énonciative, Jim Harnsonind style.

Keywords: stylistics, enunciative linguistics, Jim Harrisonind style.
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Dan McINTYRE
University of Huddersfield, UK

Language and Style in David Peac&%74 a Corpus Informed Analysis

Résumé :

Cet article entend démontrer le potentiel interpifétde I'analyse de corpus pour conforter ou
corroborer une analyse stylistique qualitative.sfEntéressant a un passage du roman de David
Peacel974 on démontre que I'analyse de corpus permet dderades assertions qualitatives et
de proposer une méthode relativement objective gtitamt de sélectionner un passage pour une
analyse qualitative.

Abstract:

This article demonstrates the potential of corfguistic methods for supporting and informing
qualitative stylistic analysis. Focusing on an gsial of an extract from David Peace’s novel
1974 it is argued that corpus linguistic techniquefeiod means of validating qualitative claims
as well as providing a relatively objective methiod selecting a text sample for qualitative
analysis.

Mots-clés :1974, AntConc, linguistique de corpus, David Pedayness” Wmatrix.

Keywords: 1974 AntCong corpus linguistics, David Peace, keyn&¥satrix.

Marie-Pierre MOUNIE
Université de Strasbourg

Imitation, Style, Fiction: Ethics of Writing, Etiof Reading in Chatterton,
by Peter Ackroyd

Résumé :

L'article revient sur la réflexion menée par Petekroyd sur les notions de style, de fiction et de
réalité a travers le prisme de I'imitation ; il aaisi de le faire dans un roman intit@®&atterton
dont le héros éponyme fut célebre pour ses pastibhetyle médiéval.

Abstract:

The paper discusses the way Peter Ackroyd reflgmtsit style, fiction and reality through the
notion of imitation. He purposely entitled his nb@hattertonafter the eponymous writer who
was famous for pastiching medieval style.

Mots-clés :style, réalité, fiction, imitation, pastiche, irtextualité, hypertextualité.

Keywords: style, reality, fiction, imitation, pastiche, intextuality, hypertextuality.
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Linda PILLIERE
Aix-Marseille Université — LERMA EA

Mind Style: Deviance from the Norm?

Résumé :

Cet article revient sur l'interprétation courante ume « mind style », pour démontrer que
d’'autres facteurs, I'importance du contexte socititeel et le réle du destinataire, jouent un réle
fondamental dans la mise en place du « mind style »

Abstract:

The paper seeks to demonstrate that the mannehioghwhe concept of “mind-style” has been
used by critics tends to focus too heavily on abraindividual mind-styles, thereby neglecting
other important factors, such as authorial mindestynd the socio-cultural context.

Mots-clés :style, mind-style, stylistique, déviance, contesaeio-culturel.

Keywords : style, mind-style, deviance, socio-cultural cohtex

Simone RINZLER
Université Paris Ouest Nanterre La Défense— CRERA-370

Coetzee’s style ibisgrace

Résumé :

Cet article défend la thése selon laquelle la lecairl'analyse du style de grands auteurs est
I'enfance de I'écriture et de I'étre-au-monde. lrigae et le style sont intimement liés dans le
style du romanDisgrace de Coetzee. Grace au recours d'un style impersomguie selon
Deleuze, « pousse le langage a sa limite », I'auteukettien et kafkaien opére une adaptation
stylistique (involontaire) du concept de « Neutrehez Barthes. Letyle neutrede Coetzee
s'attaque a de nombreuses questions qui intéregagnautant les spécialistes (et les amateurs)
de littérature, du langage et du style, que celstijpterrogent sur les rapports entre écriture,
conceptualisation et étre-au-monde dans un mondefiaet, sans cesse en cours de
remaniement.

Abstract:

In this paper, | contend that reading and analyzireg style of great authors is at the root of
writing and being. Writing and style are part aratqel in the style of Coetzee Disgrace
Thanks to the use of an impersonal Deleuzian styleshing language to its limits”, the
Beckettian and Kafkaian author (involuntarily) givestylistic adaptation of Barthes’s concept
of “The Neutral”. Coetzee'$heutral style” addresses many issues for all those interestdtein
interaction between literature, language and style,also in writing, thinking and being in an
ever-changing and terrifying world.
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Mots-clés : affect, Barthes (Roland), Beckett (Samuel), bégai¢n@oetzee (John Maxwell),
Deleuze (Gilles)Disgrace répétition grammaticale, répétition lexicale,hryie, minoration de
I'anglais, nature, neutralité lexicale, voix passiprosodie, qualification, répétition, reformudati
rythme, style, style beckettien, style deleuzigylesNeutre, style plat, tempérament.

Keywords : affect, Barthes (Roland), Beckett (Samuel), Beigkestyle, Coetzee (John Maxwell),
Deleuze (Gilles), Deleuzian styl®isgrace flat style, grammatical repetition, Neutral style
lexical neutrality, lexical repetition, minorizatioof English, passive voice, prosody,
qualification, rhythm, repetition, reformulatiortuttering, style, temperament.

Mick SHORT
Lancaster University, U.K.

Discourse Presentation and Speech (and Writing nbtifThought) Summary

Résumé :

Cet article examine les modalités d’'un phénomeéraiveiment peu étudié dans le domaine du
discours rapporté, a savoirdemmairede propos rapportés (oraux et écrits, mais pasiénirs),

et il mesure son impact sur la théorie du discoapporté. Par une attention minutieuse portée au
sommaire de propos oraux et écrits, ainsi que kBawtas ou les propos sont de toute évidence
présentésnais pasapportés on peut retravailler la notion canonique des éggle fidélité dans

le discours rapporté, ce qui est nécessaire, mbledril, pour expliquer les effets prototypiques
des différentes catégories sur I'échelle de présient des propos rapportés dans des contextes
(en l'occurrence fictionnels) ou les propos sodisoutablement présentés mais pas rapportés. Je
distingue entre ce que j'appelle « sommaire de gsitpns » (dans lequel sont résumées des
propositions individuelles) et « sommaire de dissou(le résumé de portions plus longues de
discours) ; javance que, alors que le sommairprdpositions est généralement associé a ce que
I'on a coutume d’appeler la « représentation d'cte @e parole » par le narrateur — qu'il s’agisse
de propos écrits ou oraux —, le sommaire de discpeut en principe utiliser n'importe laquelle
des catégories de I'échelle du discours rappogécenséquent, je voudrais proposer une échelle
des modalités du discoumrsprésentépour compléter I'échelle des modalités du discoapporté
existante. Je formule également I'hypothése quaokion de sommaire s’applique mal a la
représentation de pensées, et je m'interroge surctmséquences de ce phénomene. Cette
réflexion me permet (1) de présenter un changemmeméur, mais que j'espére utile, dans la
désignation des catégories de présentation duudsc(?) de commenter quelques cas qui sont
intéressants par leur ambiguité, (3) de considésemdices qui nous montrent que des propos
sont résumeés et (4) de corriger quelques erreuShdet (1988) et du chapitre 10 de Leech et
Short (2007 [1981]).

Abstract:

This paper outlines the detailed nature of a nahti neglected phenomenon in discourse
presentation and considers its consequences faouwlise presentation theory. Careful
consideration of the phenomenon of clearly intenglpélech and writing summary, as well as
other phenomena where discourse is cleamigentecbut notreported helps us to preserve in a
focused way the canonical notion of varying degrefefaithfulness in the reporting of speech
and writing originating in anterior contexts, sohiegy which is necessary, in my view, to
explain the prototypical effects of the differeat@gories on the discourse presentation scales in
contexts (e.g. fictional speech) where speeche@riyl being presented but not reported. | make a
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distinction between what | call ‘proposition-domammmary’ (where individual propositions are
summarized) and ‘discourse-domain summary’ (thersarg of larger stretches of discourse),
and suggest that, whereas proposition-domain suynisausually associated with what has
usually been called the Narrator's/reporter's Regmetion of a Speech Act (NRSA) on the
speech presentation scale and its equivalent (NRW)the writing presentation scale,
discourse-domain summary can in principle be ptesensingany of the categories on the
speech and writing presentation scales. Consequéntignt to propose scales of speech and
writing discourse-domain summary to match the tradal speech and writing presentation (i.e.
‘proposition presentation’) scales. | also sugdkat the notion of summary does not sensibly
apply to thought presentation and consider therét®al consequences of this. Along the way, |
will (i) propose a minor, but hopefully helpful (&suse | think it is more accurate and clearer),
change in the naming of the discourse presentatitegories and their associated acronyms, (ii)
discuss some interesting ambiguous cases, (iiiiden how we become aware in reading the
presenting text that discourse is being summaraet (iv) correct some errors in Short (1988)
and chapter 10 of Leech and Short (2007 [1981]).

Mots-clés : sommaire de discours, présentation de discoursigaiité dans la présentation de
discours, discours rapporté, discours représeitélite, sommaire de propositions, sommaire
citationnel, sommaire de paroles, sommaire de épdats.

Keywords : discourse-domain summary, discourse presentatiscpurse presentation ambiguity,
discourse report, discourse representation, fdithfis, proposition-domain summary, quotative
summary, speech summary, writing summary

Michael TOOLAN
University of Birmingham, U.K.

“Is Style in Short Fiction Different from Style irong Fiction?”

Résumé :

Le style des fictions breves est-il le méme queiadés fictions longues ? Plus précisément, les
nouvelles different-elles stylistiquement des rom@néme si on ne considére que quelques
types de nouvelles et quelques types de romansedtérart soit plus une question de degré que
de nature) ? Dans le contexte d’'un colloque suBtide dans la Fiction, cet article définit
quelques traits spécifiques a la nouvelle, en @ditr quand ils different de ceux que I'on
observe dans le roman. Larticle débute avec demmples dans lesquels il est difficile
d’'observer des différences notables entre nouvaltesomans. Je rappelle ensuite quelques
caractéristiques généralement associées a la meukzafin, mon étude se porte sur I'utilisation,
dans certaines nouvelles (mais pas, telle est eseftdans les romans) de ce que je nomme des
passages de Grande Implication Emotionnelle gégraift du reste de la nouvelle d’un point de
vue formel et fonctionnel.

Abstract:

Is style in short fiction different from style iong fiction? More specifically: are short stories
different stylistically from novels (even if we kabnly of sometypes of short stories, \some
types of novels; and differing in degree rathenthakind)? In the context of a symposium on
Style in Fiction, this essay makes some points asiyle in short fiction, and a particular respect
in which it may differ from style in novels. | begith some observations about some domains
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where it is hard to see a short story/novel siglisbntrast; |1 then make some points about what
are widely accepted as features characteristi¢oofes; thereafter | focus on the occurrence in
some stories (but not, | hypothesize, in novelswbagt | call High Emotional Involvement
Passages, which are distinct in form and functiomfambient story text.

Mots-clés :fiction bréve — fiction longue — émotions — genre

Keywords : short fiction — long fiction — emotion — genre
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