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Twentieth-Century Fiction

By applying recent trends in literary and language theory to a range of
twentieth-century fiction, the contributors to this text make new
theoretical insights available to student readers. The analytical and
interpretive strategies examined in this book are not intended to be
prescriptive, rather they are presented in such a way as to facilitate
critical reading and evaluation.

The essays, which are arranged into three groups and focus on a
textual, narrative and contextual level, look at a wide range of
twentieth-century authors including Fowles, Lessing and Woolf. In
addition, this student-friendly text includes a detailed index, a full
glossary and helpful suggestions for further reading.

Aimed at beginning students of English Language and Literature and
Applied Linguistics, and advanced students of English as a Foreign or
Second Language, Twentieth-Century Fiction provides an essential
introduction to the subject which is both sensitive and enabling.

Peter Verdonk is a Reader in English Language and Literature at the
University of Amsterdam. He has contributed widely to periodicals and
books on literary stylistics and criticism. His previous publications
include Twentieth-Century Poetry: From Text to Context (1993).

Jean Jacques Weber is Lecturer in English Language and Literature at
University Centre, Luxembourg. He has previously authored Critical
Analysis of Fiction (1992) and has published a large number of articles on
stylistics and discourse.
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Series editor’s introduction to the
Interface series

There have been many books published this century which have been
devoted to the interface of language and literary studies. This is the first
series of books devoted to this area commissioned by a major
international publisher; it is the first time a group of writers have
addressed themselves to issues at the interface of language and literature;
and it is the first time an international professional association has
worked closely with a publisher to establish such a venture. It is the
purpose of this general introduction to the series to outline some of the
main guiding principles underlying the books in the series.

The first principle adopted is one of not foreclosing on the many
possibilities for the integration of language and literature studies. There
are many ways in which the study of language and literature can be
combined and many different theoretical, practical and curricular
objects to be realized. Obviously, a close relationship with the aims and
methods of descriptive linguistics will play a prominent part, so readers
will encounter some detailed analysis of language in places. In keeping
with a goal of much work in this field, writers will try to make their
analysis sufficiently replicable for other analysts to see how they have
arrived at the interpretative decisions they have reached and to allow
others to reproduce their methods on the same or on other texts. But
linguistic science does not have a monopoly in methodology and
description any more than linguists can have sole possession of insights
into language and its workings. Some contributors to the series adopt
quite rigorous linguistic procedures; others proceed less rigorously but
no less revealingly. All are, however, united by a belief that detailed
scrutiny of the role of language in literary texts can be mutually
enriching to language and literary studies.

Series of books are usually written to an overall formula or design.
In the case of the Interface series this was considered to be not entirely
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appropriate. This is for the reasons given above, but also because, as
the first series of its kind, it would be wrong to suggest that there are
formulaic modes by which integration can be achieved. The fact that all
the books address themselves to the integration of language and
literature in any case imparts a natural and organic unity to the series.
Thus, some of the books in this series will provide descriptive
overviews, others will offer detailed case studies of a particular topic,
others will involve single author studies, and some will be more
pedagogically oriented.

This range of design and procedure means that a wide variety of
audiences is envisaged for the series as a whole, though, of course,
individual books are necessarily quite specifically targeted. The
general level of exposition presumes quite advanced students of
language and literature. Approximately, this level covers students of
English language and literature (though not exclusively English) at
senior high-school/upper sixth-form level to university students in
their first or second year of study. Many of the books in the series are
designed to be used by students. Some may serve as course books—
these will normally contain exercises and suggestions for further work
as well as glossaries and graded bibliographies which point the
student towards further reading. Some books are also designed to be
used by teachers for their own reading and updating, and to
supplement courses; in some cases, specific questions of pedagogic
theory, teaching procedure and methodology at the interface of
language and literature are addressed.

From a pedagogic point of view it is the case in many parts of the
world that students focus on literary texts, especially in the mother
tongue, before undertaking any formal study of the language. With this
fact in mind, contributors to the series have attempted to gloss all new
technical terms and to assume on the part of their readers little or no
previous knowledge of linguistics or formal language studies. They see
no merit in not being detailed and explicit about what they describe in
the linguistic properties of texts; but they recognize that formal
language study can seem forbidding if it is not properly introduced.

A further characteristic of the series is that the authors engage in a
direct relationship with their readers. The overall style of writing is
informal and there is above all an attempt to lighten the usual style of
academic discourse. In some cases this extends to the way in which
notes and guidance for further work are presented. In all cases, the
style adopted by authors is judged to be that most appropriate to the
mediation of their chosen subject matter.

We now come to two major points of principle which underlie the
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conceptual scheme for the series. One is that the term ‘literature’ cannot
be defined in isolation from an expression of ideology. In fact, no
academic study, and certainly no description of the language of texts,
can be neutral and objective, for the socio-cultural positioning of the
analyst will mean that the description is unavoidably political.
Contributors to the series recognize and, in so far as this accords with
the aims of each book, attempt to explore the role of ideology at the
interface of language and literature. Second, most writers also prefer the
term ‘literatures’ to a singular notion of literature. Some replace
‘literature’ altogether with the neutral term ‘text’. It is for this reason
that readers will not find exclusive discussions of the literary language
of canonical literary texts; instead the linguistic heterogeneity of
literature and the permeation of many discourses with what is
conventionally thought of as poetic or literary language will be a focus.
This means that in places as much space can be devoted to examples of
word play in jokes, newspaper editorials, advertisements, historical
writing, or a popular thriller as to a sonnet by Shakespeare or a passage
from Jane Austen. It is also important to stress how the term ‘literature’
itself is historically variable and how different social and cultural
assumptions can condition what is regarded as literature. In this respect
the role of linguistic and literary theory is vital. It is an aim of the series
to be constantly alert to new developments in the description and
theory of texts.

Finally, as series editor, I have to underline the partnership and co-
operation of the whole enterprise of the Interface series and
acknowledge the advice and assistance received at many stages from the
PALA Committee and from Routledge. In turn, we are all fortunate to
have the benefit of three associate editors with considerable collective
depth of experience in this field in different parts of the world:
Professor Roger Fowler, Professor Mary Louise Pratt, Professor Michael
Halliday. In spite of their own individual orientations, I am sure that all
concerned with the series would want to endorse the statement by
Roman Jakobson made over twenty-five years ago but which is no less
relevant today:

A linguist deaf to the poetic function of language and a literary
scholar indifferent to linguistic problems and unconversant with
linguistic methods, are equally flagrant anachronisms.

This volume of the Interface series parallels an earlier book, entitled
Twentieth-Century Foetry, edited by Peter Verdonk. For this volume Peter
Verdonk is joined by Jean Jacques Weber, as co-editors of a book which
continues an orientation towards text analysis which takes particular
account of the contexts and conditions within which the text and
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analyses of them are produced. Twentieth-Century Fiction: From Text to
Context explores a wide and diverse range of texts and contains with
each chapter a number of carefully prepared questions, tasks and
suggestions for further reading and research which makes the volume
highly practical both as a classroom text and as a research resource.
The work of the editors and of all the contributors contributes most,
however, to ongoing literary-linguistic study of texts which includes
systematic and retrievable text-instrinstic treatment but which, crucially,
also goes beyond the words on the page to explore the ways in which
those words are shaped by different social, cultural and historical
contexts of use. During the 1990s work in literary linguistics is rapidly
developing the tools to answer charges of narrow formalism. This
volume is a significant stage in that development.
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Introduction

Peter Verdonk and fean Facques Weber

THE ‘FROM TEXT TO CONTEXT’ APPROACH: A WAY INTO
MODERN LITERARY CRITICISM

This is the second book in the ‘From Text to Context’ series: just like its
predecessor, Peter Verdonk’s Twentieth-Century Poetry (1993), the present
volume on twentieth-century fiction also aims to offer students a way into
modern literary criticism. The approach is ‘modern’, not only because it
reflects the current issues in literary and linguistic theory, but also
because it provides a teaching methodology which is in keeping with the
tendency in recent years to encourage in students greater critical
autonomy. 1o achieve this, students are introduced to a set of analytic
and interpretive strategies that open up paths which constrain but do not
determine readings and, above all, which empower readers. Thus, they put
students into a situation of model construction, providing building-blocks
and leading them towards the creation of their own personal model,
towards the development of a first-hand response to literary texts.

Computer software is evaluated according to its reader-friendliness and
its performance; the approach advocated here also tries to be reader-
friendly in the sense of being pedagogically oriented and highly replicable
(each interpretative step is made explicit so that it can easily be replicated
by other readers), and at the same time it is powerful, because it makes
possible, at a higher level of awareness, the link with modern literary
criticism. It does this by leading students from the textual level, via the
narrative level (which deals with the specific characteristics of narrative
texts), to the contextual level of worlds and ideologies.

FROM TEXT-ORIENTED TO CONTEXTUALIZED STYLISTICS

This openness to matters of context is characteristic of modern
stylistics, which has moved from purely formalist and text-oriented to
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more functional and contextualized approaches. Similar developments
have taken place in literary criticism and linguistic theory. And since
stylistics has a long tradition of being an interdisciplinary field, and has
always profitably drawn on a mixture of both literary and linguistic
theories, it should be no surprise that these sociological trends have
given rise to a new movement in stylistics which recognizes the
existence of that messy world outside. These stylisticians regard all
speech and writing as primarily dialogic, that is, as social discourse in
which the words used and the meanings of the words cannot be
divorced from their relevant contexts (Macdonell 1986). Accordingly,
they also view literary texts as part of a complex social and cultural
process (Fowler 1981). There is no doubt that, from a theoretical point
of view, this contextualized model has greatly increased the literary
critical potential of stylistics and will give more satisfaction in advanced
literary studies.!

This book presents an introduction to the contextualized approach
without, however, simply rejecting the alternative, text-oriented
models; on the contrary, it tries to combine the latter’s obvious
benefits of rigour and systematicity with the deeper insights of the
former. Therefore, the contributors were asked to adopt a functional
approach to their linguistic descriptions, that is, to take a pragmatic
view of language as discourse or social interaction. This implies that
the common levels of linguistic analysis (syntax, lexis and semantics)
should also include a kind of extension (which, as such, is not a level
of formal linguistic organization) accommodating the facets of
language in use, which is the business of pragmatics. In other words,
pragmatics attempts to explain the facts in the use of language which
have a motivation and operation independent of language, but which
at the same time function in combination with that language to effect
communication (Graham 1992:185-7).

THE PROCESS OF MEANING CREATION

Implicitly or explicitly, all the contributors to this book see the process
of reading as a creative interaction between writer, text, reader and
context. Though they may highlight in their analyses one or the other
of these factors, they are fully aware that each factor has a contribution
to make, that no factor can be discounted, and that therefore each
approach is partial and must remain open and sensitive to other
approaches.

The result of this construction and negotiation of meaning is the
creation of a cognitive text world, but note that the text world will be
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different for the writer and for each reader (since we all use different
assumptions, values, beliefs and expectations in the processing of the
text). This by the way is not exclusive to literary discourse, but
applies to both literary and non-literary texts, simply because all
representation through language is a constructive process. Nor can
stylistics nullify the indeterminacy of meaning. What is important,
however, is that with a stylistic methodology, this indeterminacy is
neither ignored nor allowed to go wild but it is contained, for the
stylistic methodology ensures that our reading is both explicit and
replicable. It thus allows us to achieve in our reading, not scientific
objectivity, but an inter-subjective validity.

ORDERING THE CHAPTERS

We have ordered the chapters into three groups: the first group focuses
on the textual level, the second on the narrative level and the third on
the contextual level. There is thus, just like in the companion volume
on twentieth-century poetry (Verdonk 1993), a gradual widening of the
text’s contextual orbit.

All the same, also, the first chapters show a thorough awareness of
the wider contextual implications of the textual features that they deal
with; they simply differ from later chapters in that they concentrate
on one particular textual or structural feature in their analysis. Peter
Verdonk elaborates on the phenomenon of lexical repetition as an
element of meaning production. Because this textual device tends to
create an emphatic or emotional style of writing, it is often an easy
target for emulation or parody, which then results in what might be
called ‘intertextual repetition’.? Verdonk uses a pragmatic and socio-
cognitive theory of language to give a possible explanation for the
intriguing disposition of humans to produce these repetitive structures
and attach meaning to them. Jean Jacques Weber introduces a method
of analysing conceptual metaphors, and demonstrates how the choice
of a particular metaphor can have important social and ideological
consequences.

Two chapters deal with dialogue, what Mick Short in his chapter
calls ‘character talk’. Short himself is interested in what we can infer
from the verbal interaction about the characters and their relationships.
Rosemary Buck and Timothy Austin develop this type of pragmatic
analysis of dialogue, focusing upon politeness and power: they study
how conversational participants try to gain and maintain power over
their interlocutor.

The following five chapters deal with what Short calls ‘narrator talk’
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or, more specifically, with the important question of point of view in
narrative. Susan Ehrlich compares oral and literary narratives, and
shows how repetition can have the stylistic effect of signalling a shift in
point of view in the latter but not in the former. Helen Aristar Dry
discusses linguistic point of view, especially free indirect discourse, and
how it creates both empathy and also narrative ambiguity or
uncertainty. David A.Lee looks at the close connection between visual
and cognitive perception, between seeing and interpreting. Michael
Toolan focuses even more squarely on the cognitive or ideological
dimension of point of view, the aim of his chapter being to define ‘the
values and attitudinal individuality of [a] text’s speaker’. And in the last
chapter of this section, Paul Simpson and Martin Montgomery present
a model of narrative structure and then study the way in which
changes in point of view brought about by translation from one
medium to another—here, from narrative to film—significantly affect
characterization.

The chapters in the third group also rely on an analysis of textual
features or details of narrative technique, but they emphasize the role
played by contextual factors in the reader’s construction of the fictional
world. First, Irene R.Fairley situates the text within the contextual
frame of genre, comparing the personal narrative of a diary entry with
the more impersonal narrative of a literary essay. Next, Paul Werth
proposes to apply the theory of text worlds to the fictional universe
projected in novels and short stories. According to this theory, the text
of the literary discourse mvites the reader to co-operate with the author
in constructing a conceptual space in which the fictional state of affairs
occurs, 1.e. a text world.

The last two chapters share a concern for a greater critical
awareness. Sara Mills discusses the role of narrative schemata at the
interface between linguistic choices and the wider ideological
framework. Her analysis of sexism in discourse also makes explicit the
link between stylistic approaches and feminist literary criticism. And
David Birch advocates close attention to the political dimension of
discourse, insisting that communication is always contingent upon the
way in which people assign value to meanings.

TARGET GROUP AND ADVICE ON USING
THEBOOK

This book intends to offer an mtensive introduction to literary stylistic
criticism and is aimed at senior school students of English,
undergraduate students of English language and literature, students of
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applied linguistics, and upper intermediate and advanced students of
English as a second or foreign language.

In view of the educational level aimed at, the book contains a
detailed index, as well as a glossary providing succinct explanations of
the main linguistic and literary terms. Furthermore, there is a list of
references at the end of each chapter which enables the student to read
up on particular topics.

By way of introduction, we have supplied a preface to each of the
chapters. In most cases these prefaces try to give the reader an idea of
what the chapter is about, and sometimes they volunteer a piece of
information which helps to put the text under discussion in a particular
literary or linguistic perspective.

From a pedagogic point of view, the classroom model for teaching
literary stylistics 1s very important. We have found that the seminar
format and teaching in groups ensures maximum involvement of the
students while the teacher’s role is less dominant. As a result the
students feel more inclined to share their views and ideas and to co-
operate on oral and written assignments.’

Finally, we asked the contributors to include a set of assignments in
the form of ‘suggestions for further work’. We firmly believe that their
chapters in combination with these suggestions will foster the students’
linguistic awareness as well as their creative interpretation of salient
formal and pragmatic features, and that they will be given a very firm
foundation for the development of a receptive and sensitive language-
and context-based literary criticism.

NOTES

1 In addition to Fowler (1981), some other recent books containing
contextualized, i.e. discoursal, stylistic analyses of texts include Carter and
Simpson (1989), Sell (1991), Toolan (1992), Weber (1992), Simpson
(1993), Verdonk (1993), Sell and Verdonk (1994).

2 Jean Jacques Weber suggested this felicitous term in his reaction to
Verdonk’s chapter.

3 See Verdonk (1989:242-5) for a detailed account of a teaching project in
literary stylistics carried out with upper intermediate and advanced
students of English as a foreign language.
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1 Words, words, words

A pragmatic and socio-cognitive view
of lexical repetition

Peter Verdonk

EDITOR’S PREFACE

There was a crooked man

And he walked a crooked mile;
He found a crooked sixpence
Against a crooked stile;

He bought a crooked cat
Which caught a crooked mouse,
And they all lived together

In a little crooked house.

There is no doubt that from our earliest childhood onward we find
great pleasure in playing with the formal structures of language, and as
this nursery rhyme illustrates abundantly, the use of lexical repetition
appears to be central to this language game. Since this kind of childlore
is deeply rooted in ancient superstitions, traditional tales, local customs,
folk festivals and the like, and is characteristically still passed on
through word of mouth, this simple rhyme furthermore seems to
confirm the generally accepted belief that verbal repetition, including
such elements as rhythm, metre and rhyme, has its origin in oral
cultures. This, of course, raises the question how it is that in cultures in
which literacy and the written word are predominant, these rhetorical
devices still have a significant aesthetic and social function. For instance,
in literary discourse the use of repetition may create thematic or
symbolic patterns, while in the case of persuasive discourse like
advertising or propaganda, it may lull us into a less critical attitude.
In this chapter I have tried to show that this question cannot be
answered with the help of a semantic theory which is focused on
meaning as it is produced by the abstract system of language forms,
that is, dissociated from the actual situation of a social interaction
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between language users. Therefore, in my discussion of three different
types of lexical repetition in fictional discourse, I have used a pragmatic
model of meaning construction, which does not see language as a self-
contained conceptual system, but as fundamentally interactive or
‘dialogic’, and in intimate interaction with a context of use. So we must
go beyond the purely formal level of language and take into
consideration the wider socio-cultural and ideological contexts of the
production and reception of meaning.

Furthermore, extending the field of pragmatics, I have turned to
recent work in socio-cognitive science (i.e. the study of the human mind
centred upon human acts such as acts of language) to find a possible
explanation for the intriguing fact that humans are invariably charmed
or, as the case may be, taken in by linguistic quirks involving patterned
structures of repetition. Interestingly enough, the cognitive linguists I
consulted claim that our innate habit to structure things according to
symmetrical patterns, including patterns of repetition, is in fact a
projection of our embodied understanding of symmetry in the world
around us. So, basically, these cognitivists analyse ‘acts of language,
including literature, as acts of a human brain in a human body in a
human environment which that brain must make intelligible if it is to
survive’ (Turner 1991:vii-viii).

Yet another topic of interest came out of the very nature of lexical
repetition in literary discourse, namely that it may contribute to a very
emphatic or emotionally charged style, which in turn may expose
writers to the strong temptation of emulation or parody. This then has
prompted a discussion of the phenomenon of ‘intertextuality’, which
may be defined as a dialogic interaction not only between books and
readers, but also between books and books, each of which, of course,
extending even further ‘the widening gyre’ of the context of
signification.

P.V.

INTRODUCTION

Since my subject is lexical repetition as an element of meaning
production in literary discourse, Hamlet’s tantalizing reply to Polonius’
question about what he is reading suitably answers my need of a title
for this chapter (Hamlet, I1.1i. 192-3). As a matter of fact, in
Shakespeare’s age there was a revival of interest in the rhetorical arts of
classical antiquity and in contemporary handbooks verbal repetition
figured prominently. It was divided up into a lot of sub-categories
ranging from the repetition of single words or phrases, located in
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various places in the sentence, to repetition of words or phrases in
concert with recurrent grammatical patterns (see Nash 1989:116-17
and Wales 1989:402-3). A quick glance at Shakespeare’s plays shows
that to put the spectators under the spell of his ‘revels’, he too made
frequent use of the device and to profound effect. This is shown most
strikingly in Macbeth’s anguished lamentation “To-morrow, and
tomorrow, and to-morrow,/Creeps in this petty pace from day to day’,
in which a single word repeated three times takes up an entire line
(Macbeth, V.v. 19-20). In the eponymous play, for that matter, the word
‘blood’ occurs over a hundred times!

Now, before this heyday of rhetoric, verbal repetition had gone
through a long history, probably going back to the days when poems
and narratives were composed and transmitted orally. In fact, as we
can all see for ourselves, it has been in the literary tool box ever
since. By its very nature, lexical repetition has always been a
fundamental unifying device in poetry, jointly with other elements like
rhythm, stress, metre and sound patterns. And, when occurring over
longer stretches of text, it may have a similar controlling function in
prose, in that it may intensify the overall thematic or symbolic
structure of the work. For instance, Virginia Woolf's Mrs Dalloway
(1925/1976) contains rewarding examples of repeated thematically
interesting keywords.

In addition to this unifying function, readers appear to attach
meanings to verbal recurrences, and going by what literary critics and
my students say, they are chiefly felt to convey emphasis and/or to
heighten emotion. That this seems to be the predominant response
from readers, is perhaps confirmed by the fact that emotionally-charged
poetry or prose is an easy and welcome target for parody, especially
when it features the regular beat of one single word or phrase creating
a kind of incremental emotional effect. In his book The Language of
Humour (1985:74-102), Nash has devoted an insightful chapter to this
for many writers’ irresistible temptation.

As a matter of fact, I was thinking about all this when I came
across a recent piece of writing by a British author, who had evidently
emulated the highly patterned style, teeming with lexical repetition, of
one of the great Victorian novelists. This recognition raised a lot of
questions including the following: what exactly is the nature of such
an interaction between two novels from different centuries? What is
the significance of this reading adventure or intertextuality, as it is
now generally called, for my interpretation? What is its relation to the
context of the writer, reader and book? Is it really a case of parody in
the usual sense of the word? And, most importantly: what kind of
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theory do we need to account for the meanings arising from
intertextuality and from reiterated verbal patterns? And, last but not
least, what is the source of this strong inclination of writers to
produce these verbal recurrences and of the equally strong disposition
of readers to tolerate them and even enjoy them, if they are artistically
sound?

In the following sections, I have tried to find an answer to these
questions, though I had better first begin with a brief introduction to
some basic concepts such as that of ‘word’, the distinction between
‘content words’ or ‘lexical items’ and ‘function words’, and between
‘open’ and ‘closed’ word classes.

WHAT’S (IN) A WORD?

Everyone knows, in a general sort of way, what a word is and how
it 1s used. However, the matter turns out to be rather problematic
when we attempt a consistent definition (see, e.g., Garter 1987:3—
32). Some of the problems relate to decisions over where a word
begins and where it ends. For instance, it is questionable whether
fixed expressions like ‘letter-box’ and ‘one-parent families’ count as
one word or as more than one. And in connected speech, for that
matter, words may not even have perceptible boundaries at all, that
1s, if there are no pauses around them. Furthermore, the familiar
definition of a word as ‘the minimal meaningful unit of language’,
which goes back to Bloomfield’s ‘minimum free form’ (1933:178),
may well appeal to our intuitive knowledge about words, but it
does not cover single units of meaning which are expressed by fixed
phrases of two or more words, like the ones above, or idiomatic
phrases like ‘raise somebody’s hackles’. And, what about words like
‘the’, ‘if’, ‘but’, ‘because’? Do they have the same status as words
like ‘apple’ or ‘cat’?

In view of the overall aim of this chapter, however, this is not the
place to go more deeply into what a word exactly is, and in spite of its
limitations, I will continue to use the notion ‘word’ as a common-sense
term. On the other hand, we also need a theoretical term, not only to
refer to units of meaning that consist of more than one word, but also
in case we have to make the kind of differentiation which follows from
the questions in the preceding paragraph about the status of words. As
to the latter, there is at least some psycho-linguistic evidence justifying
the assumption that our socio-cognitive abilities enable us to divide the
words we know into two rough categories: content words and function
words (Aitchison 1987:104-6).
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CONTENT WORDS ARE EQUAL TO LEXICAL ITEMS

Content words, as the name implies, carry a particular information content,
in that they name the persons, things, concepts, qualities, actions, events,
processes, etc., which speakers experience in their culture. They include
the major word classes of English: nouns (‘girl’, ‘dog’, ‘politics’), adjectives
(‘good’, ‘small’), verbs (‘see’, ‘think’) and adverbs (‘plainly’, ‘quickly’). Since
these sets easily admit new members by coinage or borrowing, they are
commonly called open classes. Not surprisingly, many speakers regard
content words as constituting the lexicon proper of their language (cf. Greek
lextkon, ‘dictionary’ and lexis, ‘word’). Therefore, content words are also
known as ‘lexical items’, and it is in fact this theoretical term which is
commonly used when the term ‘word’ is not precise enough. For instance,
as units of meaning, lexical items may not only consist of one word but
also of multi-word compounds like ‘tight-rope walker’, idiomatic or other
fixed phrases like ‘the odd man out’ and ‘at any rate’, as well as phrasal
verbs like ‘sound out’ and ‘tidy up’. From this it follows that it 1s lexical
items which are usually listed as headwords in a dictionary.

ALICE’SINTUITION OF FUNCTION WORDS
AND CONTENT WORDS

Function words, on the other hand, constitute a relatively small and
closed class to which new words are not usually added. Their primary
function is grammatical, in that they structure the relationships between
words, phrases, clauses and sentences. They include pronouns (‘you’,
3 bl 3 bl : [ 3 9 b . 3 b 3 b
they’, ‘these’), articles (‘a’, ‘the’), auxiliaries (‘may’, ‘must’),
conjunctions (‘and’, ‘because’) and prepositions (‘in’, ‘over’, ‘after’). In
the following text, the function words are italicized:

T was brillig, and the slithy toves
Did gyre and gimble in the wabe:

All mimsy were the borogroves,
And the mome raths outgrabe.

‘It seems very pretty,” she said when she had finished i, ‘but it’s rather
[italics of last word as original] hard f understand!” (You see she
didn’t like to confess, even to herself, that she couldn’t make it out at
all.) ‘Somehow it seems to fill my head with ideas—only I don’t
exactly know what they arel’

(Carroll 1871/1970:197)

I am sure many readers will recognize this passage from Lewis Carroll’s
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Through the Looking-Glass, when Alice has just finished reading (with the
help of a mirror, of course!) the poem Jabberwocky’, which she found
in a Looking-Glass book lying near her on the table in Looking-Glass
House. No doubt, Alice is a highly imaginative little girl, but it is
probably her intuitive awareness of the fact that the grammatical
function words and the lexical items in the poem are exactly in the
right places in terms of normal English word order, which makes her
say that it somehow seems to fill her head (and ours, for that matter)
with ideas. Traugott and Pratt (1980:88-9) rightly observe that much of
the poem’s pseudo-meaningfulness also derives from the fact that the
sound and word structure of the nonsense words are strongly
reminiscent of real English nouns, adjectives and verbs, calling up
semantic associations.

THEINSTABILITY OF THE LEXICON AS A
SOURCE OF LEXICAL CREATIVITY

The grammatical and lexical structure of ‘Jabberwocky’ also provides
a brilliant illustration of another interesting linguistic feature. Because
of the closed character of the system to which they belong, the
meaning of function words, which is essentially grammatical, is
relatively stable. However, through their very openness as a class, the
meaning of lexical items is comparatively unstable, with individual
items changing or even losing their original meanings and with a
constant influx of new items. This fickleness of the lexical system is,
of course, grist to the mill of the literary artist because it leaves plenty
of scope to create ambiguity, to use words in non-standard senses, and
even to coin entirely new words. Examples of such verbal invention
in fiction include Newspeak in George Orwell’s Nineteen Eighty-Four
(1949/1954) and ‘nadsat’—the teenage argot used in Anthony
Burgess’s 4 Clockwork Orange (1962). Interestingly enough, this brief
sketch of lexical creativity fits in well with the view in cognitive
linguistics that originality is not something autonomous, but is firmly
grounded in the unoriginal everyday structures of language that
inform it (Turner 1991:19-20).

APRAGMATIC MODEL OF MEANING:
SENTENCE VERSUS UTTERANCE

In the previous paragraphs, the complex issue of meaning has been left
more or less implicit, but I have now come to the point where it has to
be dealt with explicitly. However, since the concept of meaning covers a
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vast area of knowledge, the limits of this chapter force me to be very
selective, and for reasons which will be revealed presently, I will only
make a brief excursion into one model of meaning, namely the
pragmatic model.

The study of meaning has traditionally been the field of philosophy
and semantics. It goes back to classical times and has many
ramifications, but I have to cut down its long intellectual history quite
disrespectfully to the summary statement that the primary focus of
modern linguistic semantics is on meaning as it comes out of the
systematic relations holding between words, phrases, clauses and
sentences. In other words, it is concentrated on meaning produced by
the abstract system of language forms, divorced from the concrete
situation of verbal communication. Of course, depending on the task
linguists set themselves, this formal approach to meaning is perfectly
legitimate, but it does not suit my purpose because I need a model
which can also account for the meaning that arises out of the very act
of communication. In his seminal book Pragmatics (1983), Stephen
Levinson describes the gap left by semantics as follows:

if the term meaning [italics as original]...is restricted to the output of
a semantic component, those interested in a theory of linguistic
communication are likely to be greatly disappointed. For it is
becoming increasingly clear that a semantic theory alone can give
us only a proportion, and perhaps only a small if essential
proportion, of a general account of language understanding.
(Levinson 1983:38)

Now, it is the discipline of pragmatics which seeks to bridge this gap and to
complement semantics by investigating the meaning of language in relation
to a context of use and users. If we draw a sharp line between the two
complementary disciplines, we could say that where semantics concentrates
on the meaning of the sentence as an abstract syntactic unit dissociated from
a situational context, pragmatics centres on the meaning of the wutferance,
which is the concrete realization of a sentence in a context of use. To put it
differently, sentences are types which have utterances as their tokens. For
instance, if a piece of language like ‘It’s cold in here’ is produced in, say,
ten different situational contexts, then there are ten different utterances or
tokens, each with its own utterance or pragmatic meaning, such as: ‘Could
you turn the heater up?’, ‘Someone left the door open’, or “‘Would you
mind closing the window?’, and many other possible messages which could
be inferred. It is important to note here that these pragmatic meanings
should not be put exclusively to the account of the speaker, because they
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are in fact the product of a complex social interaction, a kind of give-and-
take exchange between addresser and addressee. In contrast, there is only
one sentence or type with its own individual sentence or semantic meaning,
which comes out directly from the linguistic structures used and carries a
straightforward piece of information to the effect that the temperature in a
particular place is very low.!

Just to avoid any misunderstanding, it should not be concluded from
the foregoing discussion about the sentence/utterance dichotomy that
pragmatic or utterance analysis is restricted to sentence-like structures only.
If necessary, we may isolate as an utterance any chunk of language which
1s either too short or too long to be classified as a sentence (Leech 1983:14).
Furthermore, it should be noted that, although the term utterance is likely
to be associated with a face-to-face speech situation, it may also refer to
written texts. In the latter case, it may apply to interactions between
speakers and interlocutors within the text as well as to the relation between
text and reader (Pearce 1994:81). So the fundamentally interactive or
‘dialogic’ nature of the utterance, which I have already referred to, remains
operative in all types of communicative situation.

PRAGMATICS AND THE BAKHTINIAN
DIALOGIC UTTERANCE

The term dialogic, for that matter, is a key concept in the theoretical
writings of “The Bakhtin circle’ and in my view it ties in with the
pragmatic model of meaning I have summarized above, while it also
provides support for the type of discourse analysis underlying this
book.? Consider, for instance, what one of Bakhtin’s associates,
Voloshinov, has to say on the matter:

Dialogue, in the narrow sense of the word, 1s, of course, only one
of the forms—a very important form, to be sure—of verbal
interaction. But dialogue can also be understood in a broader
sense, meaning not only direct, face-to-face, vocalized verbal
communication between persons, but also verbal communication of
any type whatsoever. A book, i.e., a verbal performance in print [italics
as original], is also an element of verbal communication. It is
something discussable in actual, real-life dialogue, but aside from
that, it is calculated for actual perception, involving attentive
reading and inner responsiveness, and for organized printed [italics
as original] reaction in the various forms devised by the particular
sphere of verbal communication in question (book reviews, critical
surveys, defining influence on subsequent works, and so on).
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Moreover, a verbal performance of this kind also mevitably orients

itself with respect to previous performances in the same sphere,

both those by the same author and those by other authors.
(Voloshinov 1930/1973:95)

So the dialogic interaction as defined by Voloshinov is twofold, i.e. not
only between books and readers, but also between books and books,
each of which, of course, causes just so many ripples in the contextual
pond. Interestingly, the latter type of interaction anticipates the present-
day literary critical notion of ‘intertextuality’, which holds that texts are
produced and interpreted through our conscious or unconscious
experience of other texts. The texts in such an intertextual network can
relate to each other for various reasons. For instance, a strong bond
between texts (and, of course, between other modes of communication
such as film, television and video) can be that they hail from the same
genre. In this case, they are either genre specific (e.g. sonnet, epic,
sermon, soap, western) or one genre infringes upon another (e.g. mock-
epic, parody, advertising). As McCarthy and Carter (1994:115) rightly
say, the ability to refer across discourse or text worlds may be looked
upon as a particular aspect of lexical competence.

INTERTEXTUALITY AND THE RELATIVENESS OF MEANING

The phenomenon of intertextuality is also a good illustration of the
relativeness of all meaning in the sense that it is never absolute, but is
always determined by or arising from something else, and this
something else, as we have seen, is an inexhaustible variety of contexts.
This fundamental notion rose to my consciousness again the other day,
when I was reading Susan Hill’s latest novel The Mist in the Mirror
(1993) and felt quite pleased when I recognized the following extract as
an imitation of the magnificent style of the opening chapter of
Dickens’s Bleak House (1853/1971). I realized that if I had failed to
notice the echo, I would have missed not only the fun of it but also an
extra source of contextual meaning:*

Rain, rain all day, all evening, all night, pouring autumn rain. Out
in the country, over field and fen and moorland, sweet-smelling
rain, borne on the wind. Rain in London, rolling along gutters,
gurgling down drains. Street lamps blurred by rain. A policeman
walking by in a cape, rain gleaming silver on its shoulders. Rain
bouncing on roofs and pavements, soft rain falling secretly in
woodland and on dark heath. Rain on London’s river, and slanting
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among the sheds, wharves and quays. Rain on suburban gardens,
dense with laurel and rhododendron. Rain from north to south and
from east to west, as though it had never rained until now, and
now might never stop.

Rain on all the silent streets and squares, alleys and courts,
gardens and churchyards and stone steps and nooks and crannies
of the city.

Rain. London. The back end of the year.

(Hill 1993:9)

PARODY OR STYLIZATION?

In Bakhtin’s theory of dialogism, Susan Hill’s imitation of Dickens’s
style is referred to as ‘doubly-voiced’ discourse, because she enters into
a dialogic relationship by mingling her voice with that of another
writer, and ‘in keeping with its task, [the other voice] must be perceived
as belonging to someone else’ (Bakhtin 1963/1984:189).* This category
of doubly-oriented discourse is subdivided into several subcategories,
which include, among others, stylization and parody. I have hesitated
between these two, but I now think Hill’s verbal imitation is a matter of
stylization rather than parody. As a rule, the latter implies borrowing
somebody else’s discourse but turning it ‘to a purpose opposite to or
incongruous with the intention of the original’ (Lodge 1990:59),
whereas stylization occurs when the writer borrows another’s discourse
but ‘uses it for his [or her] own purposes—with the same general
intention as the original’ (ibid.).

Dickens is a master at beginning novels, and setting the scene. In the
frightening opening pages of Bleak House, he leads the reader into a
sinister and polluted world; the perfect image for this is the November
fog in London, penetrating everywhere and soiling everything it
touches, as the forces of evil and corruption pervade and infect the
public institutions of Victorian society and its members. Susan Hill’s
novel is a classic ghost story also set in Victorian London. Quite
appropriately, the hero enters the scene on a dark and rainy night at
‘the back end of the year’, and from then on his life is shrouded in a
mist of mystery. So what could serve her purpose better than modelling
the beginning of her novel on the splendid opening of Bleak House?

LEXICAL REPETITION EMBEDDED IN SCHEMES

Though the extract from Susan Hill’s novel gave rise to some
mnteresting thoughts on intertextuality and the related issues of parody
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and stylization, the primary reason why I have cited it is that it
invites comment on the unrestrained overuse of one and the same
word: rain. In everyday discourse, lexical recurrence is common
enough to express emphasis, but here one wonders why Hill’s readers
would tolerate this almost obsessive repetition. The answer is that the
writer gets away with it by incorporating the reiterated lexical item
mto ‘schemes’. According to the traditional handbooks, schemes (from
the Greek word for ‘form’) are rhetorical figures which show
foregrounded repetitions of formal expression. So they usually involve
parallelistic or symmetrical structures on the level of phonology and/
or syntax.’

Thus, we can set out the dominant syntactic schemes that Hill uses
in the following way:

rain in London rolling along gutters
gurgling down drains

rain gleaming silver  on its shoulders

rain bouncing on roofs and
pavements

soft rain falling secretly  in woodland and
on dark heath

rain on London’s river slanting among the sheds,
wharves and
quays

rain on suburban gardens (dense) with laurel and
rhododendron

rain from north to south and

from east to west
rain on all the silent streets and squares,

alleys and courts,
gardens and churchyards and stone steps
and nooks and crannies of the city

Though the first two sentences of the Hill text are also richly
equipped with replicated words and phrases, involving syntactic
parallelism underpinned by phonological patterns, in a way they
appear to serve only as a prelude to the ostentatious outburst of
parallelistic structures laid out above. Our minds are literally soaked
with the downpour of elaborate details about the relentless and all-
pervading rain. It is not just a spate of detail, it is a spate of lexical
items invoking a dazzling variety of contexts taking us from the
outlying countryside to every nook and cranny of the Victorian
metropolis.

As the above layout also shows, Hill has exploited two dominant
syntactic schemes. One construction consists of the undefined noun
‘rain’ (i.e. without a preceding article or other determiner) modified
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attributively by one or more locative prepositional phrases, e.g. ‘Rain
on London’s river’. The other is composed of the same undefined
noun, but now modified by one or more non-finite clauses (i.e. not
marked for tense); these consist of a present participle followed by
another locative prepositional phrase, which is here adverbial in
function, e.g. ‘Rain bouncing on roofs and pavements’. It will be
perceived, of course, that in some phrases this syntactic symmetry is
further reinforced by sound patterns, e.g. ‘Rain in London, rolling
along gutters, gurgling down drains’.

This last sentence also shows that Hill sometimes blends the two
major schemes, probably, so as to alleviate the drone of monotony. For
the same reason, it seems, she uses the present participle construction
all right, but replaces the reiterated noun ‘rain’ by a different word: ‘A
policeman walking by in a cape’. And so there are a few other
variations on the two basic schemes, which may hold up the ‘theme
tune’ for a while, but we know all the time that it will soon be resumed
at full blast.

It is remarkable that the complexity of the above replicative,
parallelistic structures can still be added to by yet another kind of
syntactic extension, for which Nash (1971:180) proposes the term
‘elaboration’. It is most conspicuous in the phrase, ‘Rain on all the
silent streets and squares, alleys and courts, gardens and churchyards
and stone steps and nooks and crannies of the city’, in which the first
modifying prepositional phrase ‘on all the silent streets and squares’ is
amplified by an almost interminable list of elaborative noun phrases,
which may comprise in themselves further instances of replication. For
mstance, the explicit and repeated use of the co-ordinating conjunction
‘and’, which i1s traditionally termed ‘syndeton’, may be felt to intensify
the ‘listing’ of all the places where the rain falls, and thereby its
omnipresence. Yet another instance of replication that will be noticed in
this structure of elaborations is the pattern of alliterating hissing sounds.
Anyway, the cathartic power of this piling detail on detail is suddenly
reduced to the bare bones of the narration in the stark one-word
sentences ‘Rain’, ‘London’, and in the portentous phrasal sentence “The
back end of the year’, which echoes the final phrase of the first
sentence: ‘pouring autumn rain’.

Still this is not the end, I'm afraid, of my comment on the
construction of this text, for it is built on an overarching structuring
element which, perhaps, I should have started with, but left till now
in order not to disturb a particular line in my argument. What I am
hinting at is the striking feature that from virtually all sentences a
crucial element is missing, namely forms of verbs which
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grammatically correlate with either present or past time, like for
instance in ‘the rain pours down’ or ‘the rain poured down’. In this
connection, it will be noted that, in spite of their ‘past tense’
appearance, the verb forms ‘had’ and ‘might’, which are tucked away
in the two neatly balanced subordinate clauses ‘as though it had
never rained until now, and [as though] [it] now might never stop’,
are no grammatical indication of the fact that the speaker talks about
some actual past time occurrence. On the contrary, she makes a kind
of hypothetical comparison to express her amazement at the incessant
downpour.

Grammatically, present participles are not fixed in time and, as we
have seen earlier, in this text they act as adjectival modifiers, that is,
they are descriptive. (This also applies, for that matter, to the past
participle ‘borne’ in the phrase ‘sweet-smelling rain, borne on the
wind’.) Interestingly, though, the experience of time can be inferred
from lexical items other than verbs, namely from phrases like ‘all day,
all evening, all night’, ‘pouring autumn rain’, ‘street lamps blurred by
rain’, ‘on dark heath’, the repeated adverb ‘never’, and, last but not
least, the phrase ‘the back end of the year’. All these features taken
together pragmatically suggest that the rain is felt to be self-contained,
something existing in its own right.

Now, one thing we can learn from our reading of the Hill text is that
there is often an intimate interaction between the semantic and
pragmatic effects produced by lexical items and those produced by
grammatical and phonological patterns. Since they usually have a high
concentration of semantic and pragmatic meaning, this reciprocal
influencing is particularly apparent in literary texts.

OUR EMBODIED UNDERSTANDING OF
SYMMETRY: A SOCIO-COGNITIVE VIEW

Of course, if we resume our line of thought that communicative or
pragmatic meaning is the product of a dialogic interaction between an
addresser and addressee, Susan Hill’s formal four de force cannot be
intended merely as a show of rhetorical skill. On the contrary, it must
be taken as a linguistic signal alerting us to the social activity in which
the writer and we as readers are engaged. Now, in this interactional
communicative process, linguistic signals as a rule are only picked up if
the addresser and addressee share more or less the same socio-cultural
and cognitive context, which includes, among many other factors, the
general background knowledge required for an understanding of the
discourse, the abilities and beliefs of the participants, and knowledge of
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the socialized linguistic conventions of the genre of the discourse, which
is here the novel.

So the question arises what is the source of this mutual ability of
writers and readers to recognize these patterned structures?® For an
answer to this question we can turn to the recent theories and findings
of a number of cognitive linguists. Mark Turner (1991:68-98), among
them, holds that our intuitive ease in recognizing symmetries of all
kinds, as well as our inclination to structure things according to
symmetries whenever we can, are anchored in our bodily knowledge of
symmetry and therewith in the basic perceptive habits of our daily
lives. We project this embodied understanding of symmetry
metaphorically on to all our perceptions, actions and imaginings, so as
to make sense of the world. Not surprisingly, this ingrained disposition
is stimulated maximally by symmetric structures in art of various forms
such as literature, music, painting, sculpture, architecture, etc.” And, for
that matter, if we think that advertisements fulfil a need for language
play, the discourse of advertising is also a rich quarry for parallelism on
the levels of sound, grammar and meaning (see in particular Cook
1992:120-45).

Our ability to recognize symmetry is inseparably linked with our
ability to recognize the breaking of it, though we can never tell when or
where this happens. Again, due to our daily physical experience and
interactional relation with the external world, we are disposed to project
symmetrical structures metaphorically on to all sorts of things around
us. However, the more successful we are in doing so, the more strongly
alerted we are to just those places where the symmetry breaks down. It
is obvious that creative artists, and Susan Hill, as we have seen, is no
exception, exploit this habitual disposition by lulling us into a false
sense of continued and complete symmetry. When they then break the
symmetry, we are challenged to account for it.

REPETITION THROUGH WORDS WITH
SIMILAR MEANINGS

In addition to the type of lexical repetition involving reiteration of the
same words or phrases, there are at least two other types which are
of interest from a literary linguistic point of view. The first type
occurs when there is a pattern of lexical items which are more or less
synonymous. For instance, ‘poison’, ‘venom’, ‘virus’, ‘toxin’ and
‘bane’ are listed under the same entry in Webster’s New Dictionary of
Synonyms, which provides as the common denotation of all these
words ‘matter or a substance that when present in an organism or
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introduced into it produces an injurious or deadly effect’. I used the
restrictive ‘more or less synonymous’, because total synonymy would
involve lexical items which are identical both semantically, i.e. in
terms of their denotations, and pragmatically, i.e. in terms of their
connotations and therefore interchangeable in all contexts of use.
Since this is an unlikely possibility, the pragmatic, contextually
inspired choice which a speaker makes from lexical items coinciding
or nearly coinciding in their semantic meaning is a significant factor
of style. So because lexical items are associated with certain contexts,
it is worthwhile to scrutinize the interplay between the actual and
potential lexical choices in a specific context. It will be understood,
though, that it is virtually impossible to give anything like an
exhaustive list of all the contextual considerations which may
determine a speaker’s choice of words. Therefore, the following
instances are only a random selection.

Thus, there may be a semantic proximity between ‘poison’, ‘venom’,
‘toxin’ and ‘bane’, but pragmatically they should be differentiated
according to their contexts of use: ‘keep poisons out of the reach of
children’ (common usage); ‘man spurns the worm, but pauses ere he
wake the slumbering venom of the folded snake’ (literary and emotive—
Byron); ‘bacterial foxins, such as those of botulism and tetanus’
(technical usage: medical); ‘that journalist is regarded by some as the
bane of Whitehall” (literary and attitudinal).

These few examples suffice to show that a particular choice of
words reflects how we experience and comprehend the world, how
we respond to it and behave as a social being. Particularly
‘attitudinal’ words may carry revealing pragmatic meanings. For
instance, in a recent article in the Daily Telegraph about the outbreak
of anti-foreigner sentiment in Europe I found the following pattern of
words with the same or roughly the same semantic identity but
articulating pragmatically widely divergent social and political
attitudes: ‘illegal aliens’, ‘foreigners’, ‘refugees’, ‘asylum-shoppers’,
‘illegal immigrants’, ‘illegals’ and ‘political asylum seekers’ (cf.
Verdonk 1993:122-5).

The predominant French origin of the two series of examples of near
synonyms cited in this section reminds me of another rich source of
synonymous repetition, namely the well-known fact that the English
language possesses almost a double lexicon in which items from
Germanic origin coexist with items derived from the Romance
languages. It is again the inexhaustible source of Shakespeare’s genius
which provides a splendid illustration of the two hemispheres of the
English language. In As You Like It (Vi. 52-60) the jester Touchstone
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speaks to the rustic William as follows: “Therefore, you clown,
abandon,—which is in the vulgar, leave,—the society,—which in the
boorish is, company,—of this female,—which in the common is, woman;
which together is, abandon the society of this female, or, clown, thou
perishest; or, to thy better understanding, diest.’

It is, of course, a sweeping and unallowable generalization, but the
words of native Anglo-Saxon origin tend to have a stronger hold on
everything that is fundamental, familiar, concrete or emotional in our
lives, whereas the French or Latinate derivatives are generally
associated with greater formality and abstraction. For instance, we say
‘Help me!” rather than ‘Aid me!’, and ‘hearty’, as in ‘He had a big
hearty laugh’, appears to sound warmer than ‘cordial’, as in “They
seemed to be on cordial terms’.?

REPETITION THROUGH WORDS WITH
RELATED MEANINGS

The somewhat loose synonymy between some of the naming words
for ‘foreign-born people’, listed in the previous section, makes an
appropriate transition to the second type of semantic and pragmatic
repetition. It occurs when there is a grouping of lexical items which
are not semantically synonymous but associatively related because
they tend to recur in similar contexts. In fact, they build up or, to
put it more theoretically, they categorize, the areas of social and
cognitive experience that exist in our culture. In this case, the lexical
items involved are said to form a lexical set. They are called a ‘set’
because together they give linguistic structure to a conceptual or
semantic field (e.g. ‘appeal’, ‘prosecution’, ‘defence’, ‘plaintiff’,
‘defendant’, ‘accused’ and ‘witness’ are lexical categories relating to
the concept of a court of law).

Interestingly enough, this theory seems to be confirmed by the
results of psycho-linguistic experiments which suggest that our socio-
cognitive abilities allow us to organize lexical items in such topic areas
of word storage (Aitchison 1987:82-5).

Let us now consider the following extract from Virginia Woolf’s Mrs
Dalloway (1925/1976):

The hall of the house was cool as a vault. Mrs Dalloway raised her
hand to her eyes, and, as the maid shut the door to, she heard the
swish of Lucy’s skirts, she felt like a nun who has left the world
and feels fold round her the familiar veils and the response to old
devotions. The cook was whistling in the kitchen. She heard the
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click of the typewriter. It was her life, and, bending her head over
the hall table, she bowed beneath the influence, felt blessed and
purified.

(Woolf 1925/1976:27)

Thus, through the close bonds which either already exist or, if
necessary, are temporarily brought about in our mental lexicon between
words which are felt to structure a particular semantic field, we are able
to perceive in the above text a chain of inferential associations between
the lexical items ‘nun’, ‘left the world’, ‘veils’, ‘devotions’, ‘blessed’ and
‘purified’. Because both this lexical set as a whole and its reinforcing
member items call up certain pragmatic or connotational references,
they evoke a particular image or, perhaps, a series of images: e.g. nuns
live in a convent, an austere and cold place lacking comfort; they
renounce the world to devote their lives to religious duties, prayer, and
often social or medical work; they have made vows of poverty, chastity,
and obedience to a set of rules; they are uniformly dressed in a plain
habit; and so there are, no doubt, many other associations.

ONLY CONNECT: ASSOCIATIVE LINKS
BETWEEN DIFFERENT SEMANTIC FIELDS

For our literary linguistic purposes, it is furthermore important to know
that, according to the outcome of the psycho-linguistic experiments I
referred to before, we are also able to make connections on the spot
between different semantic fields by means of an active process of
inferential association (Aitchison 1987:85). This ability, then, would
allow us to explore possible associative links between the lexical set
building up the topic area of the ‘nun’ and other lexical items in the
text. So we may wonder if it is ‘the hall of the house... cool as a vault’
which sets Mrs Dalloway’s train of thought in motion. Does ‘the swish
of Lucy’s skirts’ evoke the rustling sound of a nun’s veil or habit? And
did we not expect ‘bending her head in prayer; in obedience; in
devotion, or over some object of worship’, instead of ‘over the hall
table’? Similar associations, for that matter, may be produced by the
clause ‘she bowed beneath the influence’, especially because one of the
earlier meanings of ‘influence’ is ‘the inflow of a divine force’, as in the
biblical line ‘A pure influence flowing from the glory of the Almighty’
(Authorized Version, Wisdom, 7:25). Again, this is just an example of a
limited number of associations that may be triggered off by this kind of
lexical analysis.
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We have seen in the Susan Hill text that we may expect syntactic
patterns and phonological links to reinforce the meanings generated by
lexical strings. Considering Virginia Woolf’s poetic style, it is therefore
not surprising that this text, too, contains quite a few of such rhetorical
schemes. For instance, the syntactic pattern ‘Mrs Dalloway raised’ is
followed by the reiterated structures ‘she heard’, ‘she felt’, ‘she heard’,
‘she bowed’, and ‘[she] felt’, while there are also quite a number of
alliterating sounds intensifying the semantic and pragmatic meaning
production of the text.

Obviously, the foregoing lexical analysis only reveals a single drop of
the fountain of meaning of the novel as a whole. Therefore, I restrict
myself to the observation that throughout the book regularly recurrent
lexical items such as ‘cold’, ‘coldness’, ‘petrified’, ‘contracted’, ‘rigid’,
‘impenetrability’, ‘woodenness’ and, three times repeated, ‘the death of
her soul’ (Woolf 1925/1976:53-5) seem to hint at Clarissa Dalloway’s
supposed frigidity. Furthermore, it is repeatedly suggested that she is
out of touch with the real world. It would seem, then, that the brief
glimpse we have just caught of Clarissa’s state of mind is a fragment
that fits into the rich tapestry of recurrent narrative motifs in the novel.

SUGGESTIONS FOR FURTHER WORK

1 In an appendix to his novel Nineteen Eighty-Four (1949/1954:241-51),
George Orwell discusses the principles of Newspeak, a language
that had been devised to meet the ideological needs of a totalitarian
system called Ingsoc, or English Socialism. Read this appendix
carefully and answer the following questions:

(@ The idea was that once Newspeak had been adopted, a
dissenting thought should be literally unthinkable. In fact, it was
devised not to extend but to diminish the range of thought.
Considering the nature of language, do you think this is
possible? Argue your answer from the point of view of the
socio-cognitive approach to language which underlies this
chapter.

(b) In what way was Newspeak utilized to make it impossible to use
figures of speech such as irony or metaphor?

(¢ What was the idea behind the interchangeability between
different parts of speech, including content words and
grammatical function words such as ‘if’ and ‘when’? Are there
examples in English in which function words are used as
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content words? Is it possible for particular content words to
become function words? Give some examples of present-day
function words which went through such a development. Relate
your answer to question (a).

2 In terms of intertextuality, a strong bond between texts can be that
they are associated with the same genre. In this case, such texts are
either genre specific or they exploit another genre to create a particular
effect. Read the opening of John Fowles’s story “The Enigma’ (1974/
1986:185-239). Does it belong to a particular genre? If it does, read
the whole story to find out whether it is genre specific or just utilizes
another genre to achieve some specific literary effect. Work out this
effect in case it is a matter of genre infringement.

3 The comic novel The British Museum is Falling Down (1965/1983) by
David Lodge contains a strong element of literary parody and
pastiche. In ‘An Afterword’ to a later edition, the author makes the
following interesting comment on this aspect of the book:

No doubt the use of parody in this book was also, for me, a way of
coping with what the American critic Harold Bloom has called
‘Anxiety of Influence’—the sense every young writer must have of
the daunting weight of the literary tradition he has inherited, the
necessity and yet seeming impossibility of doing something in
writing that has not been done before.

(Lodge 1965/1983:168)

The novel contains several passages of parody or pastiche,
mimicking, among other writers, Joseph Conrad, Graham Greene,
Ernest Hemingway, Henry James, James Joyce, D.H.Lawrence and
Virginia Woolf. Write an essay on the function of these parodied
sections in the novel as a whole. As a theoretical framework, you
can use Bakhtin’s essay ‘From the prehistory of novelistic discourse’
(Bakhtin 1940/1981), which sees parody as one of the key types of
intertextuality or double-voiced discourse in the modern novel. You
could also make profitable use of Bakhtin’s Problems of Dostocvsky’s
Poetics (1963/1984), which I referred to earlier in this chapter.

4 The passage below is an example of one of the parodied writers in
David Lodge’s The British Museum is Falling Down (see assignment 3):

He was getting tired with trekking backwards and forwards to the
telephone. After the coolness of the foyer, the atmosphere of the
Reading Room, when he re-entered it, struck him as oppressively



26  Peter Verdonk

hot. The dome seemed screwed down tightly on the stale air,
sealing it in. It hung over the scene like a tropical sky before a
storm; and the faint, sour smell of mouldering books and bindings
was like the reek of rotting vegetation in some foetid oriental
backwater. Appleby cast a gloomy eye on the Indians and Africans
working busily in their striped suits and starched collars.

There comes a moment in the life of even the most unimaginative
man—and Appleby was not that—when Destiny confronts him with the
unexpected and the inexplicable, when the basis of his universe, like a
chair which has so habitually offered its comforting support to his limbs
that he no longer troubles to assure himself of its presence before entrusting
his weight to it, is silently and swiftly withdrawn, and the victim feels
himself falling with dismaying velocity into an infinite space of doubt.
This was the sensation of Appleby as, mopping away with a soiled
handkerchief the perspiration which beaded his forehead like the drops
of moisture on the interior of a ship’s hull that warn the knowledgeable
mariner that he is approaching the equatorial line, he came in sight of the
desk where he had left his books and papers. He staggered to a halt.

(Lodge 1965/1983:52)

Make a lexical analysis and set out any phonological or syntactic
schemes reinforcing the semantic and pragmatic meanings of the
passage. Try to track down which of the authors mentioned in
assignment 3 is being mimicked here, and if you have found her or
him, try to find a piece of her or his writing that comes closest to
the style of Lodge’s imitation. Finally, explain why this is an
instance of parody rather than stylization.

5 Considering the profusion of lexical repetition and rhetorical
schemes of sounds and syntax, the following deeply moving passage
from the final paragraph of James Joyce’s story “The Dead’ in
Dubliners (1914/1956) offers interesting material for comparison and
intertextual association with the abstract from Susan Hill’s novel The
Mist in the Mirror, which I have analysed in this chapter. Analyse and
interpret the Joyce passage along similar lines and show how its
mood fits into the theme of the story as a whole. Note that Wales
(1992:37-55) contains a very interesting section on repetition in
Joyce’s Dubliners. The passage reads as follows:

Yes, the newspapers were right: snow was general all over Ireland. It
was falling on every part of the dark central plain, on the treeless
hills, falling softly upon the Bog of Allen and, farther westward,
softly falling into the dark mutinous Shannon waves. It was falling,
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too, upon every part of the lonely churchyard on the hill where
Michael Furey lay buried. It lay thickly drifted on the crooked
crosses and headstones, on the spears of the little gate, on the
barren thorns. His soul swooned slowly as he heard the snow
falling faintly through the universe and faintly falling, like the
descent of their last end, upon all the living and the dead.
(Joyce 1914/1956:220)

In his novel The Rainbow (1915/1981), D.H.Lawrence uses a kind of
style which he himself called ‘violent’. Its most obvious feature is
relentless repetition. The following passage from the opening of the
book offers a good illustration:

So the Brangwens came and went without fear of necessity, working
hard because of the life that was in them, not for want of the money.
Neither were they thriftless. They were aware of the last halfpenny,
and instinct made them not waste the peeling of their apple, for it
would help to feed the cattle. But heaven and earth was teeming
around them, and how should this cease? They felt the rush of the
sap in spring, they knew the wave which cannot halt, but every year
throws forward the seed to begetting, and, falling back, leaves the
young-born on the earth. They knew the intercourse between heaven
and earth, sunshine drawn into the breast and bowels, the rain sucked
up in the daytime, nakedness that comes under the wind in autumn,
showing the birds’ nests no longer worth hiding. Their life and
interrelations were such; feeling the pulse and body of the soil, that
opened to their furrow for the grain, and became smooth and supple
after their ploughing, and clung to their feet with a weight that pulled
like desire, lying hard and unresponsive when the crops were to be
shorn away. The young corn waved and was silken, and the lustre slid
along the limbs of the men who saw it. They took the udder of the
cows, the cows yielded milk and pulse against the hands of the men,
the pulse of the blood of the teats of the cows beat into the pulse of the
hands of the men. They mounted their horses, and held life between
the grip of their knees, they harnessed their horses at the wagon, and,
with hand on the bridlerings, drew the heaving of the horses after
their will.

(Lawrence 1915/1981:41-2)

Identify the different types of lexical repetition and the parallelistic
structures on the levels of phonology and syntax in which they are
embedded. Relate these to the semantic and pragmatic meanings of
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the text, and establish the main images that are evoked to convey
the intimate relationship of the Brangwens with nature. You can use
the analytic method I have applied to the pieces by Susan Hill and
Virginia Woolf.

7 Virginia Woolf's Mrs Dalloway (1925/1976) presents one day in the
life of Clarissa Dalloway, a middle-aged wife of an MP, who
prepares and gives an important party in the City of London just
after the Great War. In spite of the novel’s extremely brief time-
scheme, its sense of the passage of time is particularly strong. This
is brought about by mingling subjective time, filled in by the past
and present-time experiences in the minds of the characters, with
clock time, which is indicated by the recurring chimes of Big Ben.
In several places in the book, the striking of the clock is
accompanied by a kind of refrain: ‘First a warning, musical; then
the hour, irrevocable’. Another refrain repeated several times is ‘Fear
no more. Fear no more the heat o’ the sun’, sometimes abbreviated
to ‘Fear no more’, which is an echo from Shakespeare’s Cymbeline.
Furthermore, the book contains many repetitions of single lexical
items as well as lexical sets giving shape to recurrent images. Read
the novel carefully and write an essay on the function and meaning
of these various forms of repetition in the context of the novel as a
whole.

NOTES

1 It will be noted that, strictly speaking, even a simple statement like ‘It’s
cold in here’ cannot be fully interpreted on the basis of its linguistic or
semantic meaning, because we can only determine the pragmatic meaning
of the present tense ‘is’ and the locative phrase ‘in here’ if we take into
account the real context of use from which we can then infer the time and
place of the utterance.

2 ‘The Bakhtin circle’ refers to a body of writings by Mikhail Bakhtin
(1895-1975) and his friends and associates V.N.Voloshinov (1884/5-
1936) and P.N.Medvedev (1891-1938). They published their major
works under the extremely difficult conditions in the Soviet Union of
the 1920s and 1930s, and only became widely known in the West
after they had been translated into English during the 1970s and
1980s. Because of the hazardous political situation at the time, there is
uncertainty about the authorship of the writings of the group. Some
scholars claim that Bakhtin published most of his earlier works under
the names of his associates. For further details on this question, see
Holquist (1990). In an interesting article, Hall (1989) proposes to use
the Bakhtinian approach as a theoretical foundation for literature
teaching. Wales (1988) describes lucidly where the works of the
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Bakhtin circle tie in with some recent developments in stylistics and
discourse analysis, while also providing a useful working bibliography
for further reading. For an accessible introduction to Bakhtinian
dialogic theory, supported by readings of some literary texts, see
Pearce (1994). Morris (1994) provides a convenient selection of
writings of Bakhtin and his associates.

To be honest, it was easy enough for me to spot the resemblance because
the ‘Fog everywhere’ piece from Bleak House has long been a stock-in-trade
of countless stylisticians. The passage, which has been thoroughly
exhausted but will never lose its fascination, runs as follows:

Fog everywhere. Fog up the river, where it flows among green aits and
meadows; fog down the river, where it rolls defiled among the tiers of
shipping, and the waterside pollutions of a great (and dirty) city. Fog on
the Essex Marshes, fog on the Kentish heights. Fog creeping into the
cabooses of collier-brigs; fog lying out on the yards, and hovering in the
rigging of great ships; fog drooping on the gunwales of barges and small
boats. Fog in the eyes and throats of ancient Greenwich pensioners,
wheezing by the firesides of their wards; fog in the stem and bowl of the
afternoon pipe of the wrathful skipper, down in his close cabin; fog cruelly
pinching the toes and fingers of his shivering little ‘prentice boy on deck.
Chance people on the bridges peeping over the parapets into a nether sky
of fog, with fog all round them, as if they were up in a balloon, and
hanging in the misty clouds.

(Dickens 1853/1971:49)

Though it is, of course, a matter of personal preference, the most
enlightening analysis of this passage I have seen so far is the one produced
by Walter Nash (1971:178-80). Interestingly enough, Nash has later used
the same passage to illustrate the phenomenon of ‘pseudoparodies’, i.e.
‘texts that are not centrally parodic, in terms of a clearly definable model,
but which wear a parodic aura [italics as original], and are full of echoes of
half-remembered writings’ (Nash 1985:99-102).

The translation Emerson published in 1984 is based on the 1963 edition,
entitled Problems of Dostoevsky’s Poetics, which in turn is a revision Bakhtin
made of his Problems of Dostoeusky’s Art. He had published this study as
early as 1929; the same year he was arrested and sent into exile.

The semantic counterpart of the scheme is the ‘trope’ (from the Greek
word for ‘turn’ or ‘conversion’), i.e. a foregrounded irregularity of content,
in which lexical items are used in such a way that their standard meaning
is changed conspicuously. Examples include metaphor and metonymy.
Van Peer (1986) presents a rewarding empirical investigation (involving
psychological testing) into formally and semantically foregrounded
structures.

As Jean Jacques Weber clearly shows in his chapter, the recurrent patterns
which are anchored in our bodily experience and our everyday perceptual
mteractions with the external world, can also be metaphorically extended
to the more abstract and less-well-understood domains of human
experience.
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8 An extremely useful study of the double lexicon of English is Sylvia
Adamson’s article ‘With double tongue: diglossia, stylistics and the
teaching of English’ in Short (1989).
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