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Guide”

® Michael Toolan

Chapter One, Getting started, is strictly introductory and emphasizes
the importance in stylistic analysis of ‘noticing’ language trends, patterns,
departures from local or background norms, things that are ‘striking’ in being
repeatedly of one form, or one semantic class, or involve a recurring phrase
or sequence. So it aims to make bridges with more conventional literary or
art criticism and appreciation, suggesting that we can’t really escape from
talking about what is ordinary or ‘normal’ and what, in that context, seems
odd, special, extreme, surprising, and more beautiful or thought-provoking
or memorable because of its striking extraordinariness. What is normal or
ordinary and what is out of the ordinary can take many forms, | try to suggest:
if a certain green vegetable is called a cabbage, it is extraordinary to call your
colleague a cabbage (metaphor); or if it is usual for single words in context
to have a single meaning, a verbal pun or ambiguity is special for allowing
two or more possible meanings to survive in the given context. The chapter
also emphasizes that the reader of a literary text has to project or imagine
a situation or context for that text, and that this contextualizing is invaluable
as one looks more closely at the language of the text (and its ‘fit’ to the topic
and the assumed context). Poems by Larkin, Atwood and Lowell are used to
explain and demonstrate these ideas.

Chapter Two, Cohesion: making text, explains the linguistic resources,
grammatical and lexical, that help make a series of sentences cohere as a
unified text. Cohesion is all about linkage between sentences rather than just
within sentences, and various effects of economy, ambiguity, and reticence

* A% dA T E R BK G HAAR, Michael Toolan HARR b X B A ¥ A BB LM, B HIAR
EXAXRE, EANGAESHEAPRRARR, SPAHBHTXSREANE, THHK.
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can be achieved via the kinds of reference and ellipsis cohesion identified by
Halliday and Hasan, and others. On the other hand a text or speech with too
little cohesion (and therefore too much duplication of full phrases, and simple
lexical repetition where reformulations and collocates might be expected) can
imply a speaker or teller who is psychologically or cognitively different from
the norm. Alongside grammatical cohesion (also known in many grammatical
traditions as anaphora), a major linguistic resource for contextualization (as
opposed to textualization) and thus for understanding the particular ‘world’
or spatiotemporal setting to which a sentence or sequence of sentences
belongs, is deixis. So deixis (already introduced in Chapter One) is also
fully explained, as a partner to but distinct from cohesion. Several literary
texts where cohesion and deixis are cleverly deployed are discussed in
the Activities/exercises, including Craig Raine’s poem “A Martian Sends a
Postcard Home” and a passage from Faulkner’s story “The Bear”,

Chapter Three, on Modality and attitude, explains Hallidayan
ideas about modality and modalization, and his parameters of probability,
obligation, willingness, and usuality. These four parameters are the principle
ways in which modal verbs, adverbs, or clausal constructions convey a
speaker’s qualified or guarded commitment to the content of their sentences.
Equally, modality reveals something of the subjectivity of the speaker, and
whether they are a dogmatic assertive sort of person, for example, or a
much more careful and even hesitant one. Modality is so pervasive and
important in sentences and texts that while its core means of expression
are grammaticalized in ‘dedicated’ grammatical elements — such as modal
verbs and modal adverbs — it spreads out into enormously varied lexical
means. Thus the | don’t think in | don't think it will rain expresses subjective
modality (rather than reporting a mental process of ‘not thinking’); and even
more lexicalized is the expression of strong probability modality in /'l eat my
hat if his horse wins. This chapter broadens out from discussing modality
to look at other kinds of evaluation in texts, and other means of conveying
speaker-attitude, including generic sentences. Generic sentences purport to
be timelessly or generally true and, depending on their content, can be very
opinionated or ideologically charged; they are in extreme contrast with some
modalized statements, where judgements are hedged and made subjective.
| try to suggest that there is something particularly human about modality,
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in the understating and overstating it gives rise to. It is very important in
the fictional rendering of individual consciousness (a major interest of 20th
century literature), as is confirmed by its prominence in direct and free indirect
discourse (see Chapter Five).

Chapter Four, Processes and participants explains the rationale
behind Halliday’s transitivity descriptive analysis of English clauses, in which
each clause (but especially all those with finite verbs) is classified as one
of just six types — and, of these, only four types are particularly frequent:
action or material processes, mental processes, relational processes,
and verbal processes. The transitivity system assumes, for example, that
thinking something is radically different from being something, and both are
radically different from doing an observable action. | try to show that the
Hallidayan classification is based on meaning and function (therefore relevant
to stylisticians and other text-analysts), but also has some systematic
grammatical bases (e.g., mental processes can ‘project’, i.e. take a whole
clausal proposition as complement; material processes cannot). | argue that
the ‘broad brush’ categorization of clauses into process types with particular
participant types (agent, medium, instrument, behaver, senser, etc.) helps
us to uncover equally broad patterns or trends in a text, including patterns
to do with the power or agency, or subjection and dependency, of particular
individuals. Transitivity analysis can confirm how it is that a character in
a poem or novel is represented as a conscious and controlling agent, or
a victim, or ‘possessed’ by some compulsion that renders them not really
responsible for their own actions, and so on. A key idea is representation: how
something is represented affects what it is understood to be and mean. There
are many ways of talking about how the earth and the sun, interrelatedly,
move through space, or to talk about how two people enter into close physical
or emotional contact. A writer (or speaker, in any language) has to choose
one way or another, with evaluative and communicative consequences. The
writer or speaker — this chapter argues — is not just choosing particular
words; they are necessarily also choosing particular process-types and
particular participant-types. The full Hallidayan typology of processes,
participants, and circumstances, is described and explained, and a series of
‘Activities’ demonstrate that transitivity analysis can reliably articulate how a
person or an episode is represented and evaluated. Partly since most stylistic
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introductions have dwelt on the older Actor-Goal ‘transitive’ Hallidayan model,
I focus here on his newer and somewhat alternative Medium-Agent ‘ergative’
model. | also briefly discuss Nominalization and other kinds of clausal
wordings known as ‘grammatical metaphor'— e.g., when what is really one
kind of process is formulated as if it were a different kind of process (That
music blew my mind: this looks like a material process, but is a metaphorical
mental proceés).

Chapter Five, Recording speech and thought, is perhaps excessively
neutral in using the word ‘Recording’ in its title. It concerns the most
grammatically established ways available to writers for conveying the speech
or the thoughts of the individuals who feature in their stories (fictional or
otherwise). Like the previous chapter, this one again has the presentation of
a described and explained typology as one of its goals. | explain and set out
a ‘'map’ of the features and differences between direct speech and indirect
speech report, and then also of direct and indirect thought reporting. Then
the use of direct speech or thought without a ‘framing’ or reporting clause is
mentioned, before more extended attention is devoted to those grammatically
strange hybrids, neither direct nor indirect nor mechanically intermediate
forms: Free Indirect Speech and Free Indirect Thought. For some purposes,
| group Speech and Thought together as ‘Discourse’, yielding ‘macro’
categories of Direct Discourse, Indirect Discourse, Free Indirect Discourse,
and so on. | describe how FID normally has narrational or indirect discourse
tense and pronoun choices, but the interrogative and exclamative inversions,
deictic choices (here, now, foday, etc.), modality expressions, and colourful or
idiolectal language of direct discourse. All such speech and thought reporting
styles are set alongside action-reporting narrative text (called ‘pure narrative’
for simplicity of presentation): the occasional uncertainty a reader has
when faced with a potentially FIT or FIS sentence is chiefly because these
sentences are so formally similar to pure narrative ones. But in them, despite
the ‘narratorial’ tense and pronouns, the reader judges that the character
‘speaks’. The standard ideas about FID being ‘unspeakable’, or a ‘merging’ of
narrator’s and character’s voices, or an ‘alignment’ of the teller with the free-
indirectly thinking or speaking character (a sincere or insincere alignment,
thus for empathetic or ironic purposes, respectively) are discussed. And
the Leech & Short (1981) idea of DS and IT as cultural and logical norms



