A sequence of phonemes that lie between phonemic and morphemic status
are known as phonaesthemes. For example, words that beginning with gl- such
as glimmer and gleam are typically associated with light. This common
phonemic sequence is known as a phonaesthetic series. This can also be
viewed with the sl- of slime and slug indicating something wet and unpleasant.

Exercise 2

The notes like little fishes vanish with a wink of tails
Man'’s heart expands to tinker with his car

The incidence of short vowels, particularly the short front vowel /i/ is high. The
sound-symbolic effect of smallness correlates with the smallness of \Qes

and the visual phenomenon of vanishing with a win n'd expand
all contain open vowels, suggesting largene aPX? the expansion of
the human heart is for the mu ?&ﬁt‘o tln with a car. Tinkering
has an mternal rhy us is 0 the smallness
already s \Rj @

SY (A age



Exercise 5







Checksheet 4 — Metrical Structure

A. Metrical Patterns

(a) Is there an identifiable metrical form for the poem as a whole? If
so, what is it and what effects do you associate with it?

(b) Are there any lines where interesting rhythmical effects are
created by marked good fit, or marked lack of fit between the
dictates of the metrical form and those of the stress assignment
rules for English? If so, note down their effect

(c) Are there any lines in the poem which depart significantly from
the overall metrical set for the poem? If so, what meaning and/or
effects are connected with this internal metrical deviation?

(d) Examine the relationship between grammatical organisation and
line boundaries. Is the dominant pattern end-stopping, arrest-
release or extension? Can you determine any S|gn|f|can I
meaning effects related to these occur ffeCt do
these structural matters have a?ggnt of tone-group

boundaries and the el ear syllables?
(e) If therei Eﬁpatte (6:31) above, are there
HNSHC inte rgv gno rom this overall norm and what
P \ € Vefrects ar@@@ ith them?

B. Interpretative Integration of Metrical and Phonetic Patterns
Are there any interesting ways in which phonetic and metrical
organisation interrelate? How do the sound and rhythmic patterns you
have identified integrate with what you have noted about the poem at
linguistic levels more directly related to meaning?



People can choose to break these maxims by:
1. Lying

2. Being economical with the truth

3. Talking about something else

Sometimes we can choose to flout these maxims for creative effect. If | am
asked what | thought of a film and | reply that | thought the costumes were
nice, the interlocutor is likely to infer that I didn't like the movie. Although this
flouts the maxim of relation, the unstated meaning is easily inferred, known as
conversational implicature.

The quality maxim can also be flouted through the use of hyperbole - | peeled
millions of potatoes. This adds emphasis.

The guantity maxim can also be broken: What are you doing? Reading. This
implies that the interlocutor does not wish to be interrupted and wa@\{be

left alone. \e CO

Manner can also be broken by a parﬁ1 rranged the prestidigitator
t

to avoid the child unde_r( rﬁm agicia @ oming to their party.
Exercise 4 \e\N e A—?) Or‘/v

Ia? Seconomlcal wﬂf%eza by not openly stating that Desdemona is
having an affair but rather, implying it through the use of indeed. Othello
understands this conversational implicature and interprets the action anyway.



Checksheet
A. Schemas

a. Establish the schemas that are being relied upon in the text you are
examining. Do they allow you to infer things which are not stated in the text? If
so, make a note of them

b. Do these schemas interact with one another in interesting ways? If so, how?

c. Are any of the states of affairs or happenings in the text at odds with the
schemas which are invoked? If so, what are the interpretative consequences?

B. Presuppositions

a. Do the presuppositions held by the sentences which the characters utter tell
you anything interesting about the fictional world they inhabit and/or t
relationships with one another?

b. Are any of these presuppositions at odds {?@@-‘@peeches uttered by
other characters in the same te (*Qf % [l you about the
characters and the t t-‘( @)

? \'&gpresugag@a é‘dly at odds with those we would
lly hold? If so, w eSthis tell us about the text?
C. Conversational implicature

a. Are there any examples of the covert breaking of the conversational
maxims? If so, are they covert for all of the other characters or only some of
them. Given that the breaks are covert for (some) other characters, but not for
the reader/audience, what can you deduce about what the author is telling
you about the characters and their relations?

b. Are there any examples where the author breaks a maxim in a way which is
covert for you? If so, you must presumably discover this at some later point in
the text. What effect does this have on the relationships between you and the
text and you and the author?



c. Are there any examples of the obvious flouting of conversational maxims by
characters? If so, what implicatures are passed from character to character and
what does this tell you about their relationships?

Are there any cases where the author flouts a maxim in his or her conversation
with you? If so, what implicatures flow and what does this tell you about your
relationship with the author?

Are there any significant patterns in the text in relation to your findings under
A, B or C? How do they help you to frame a global interpretation for the text?



Chapter 11 —Prose Style

Authorial Style 1 — Style Related to Meaning in a General Way

Every writer has their own characteristic style that can be recognised despite
writing different stories or genres. Often, styles can be mimicked through
copying of content as well as particular linguistic constructions.

Exercise 1

Eco looked up at me with his big brown eyes. As his excitement grew, so his
eyes grew even larger. What a boy!

What can | say about Eco. He is a young boy with large brown eyes and nice
hair. At least | guess you could say that.

(Pastiche of Steven Saylor and Jacqueline Wilson)

Writing style is seen as symptomatic of the mind style jr or@@m‘%)the

writer. Linguistic choices are both evidence {e le and evidence of
textual meaning at the same ti

Authorial Stﬂeéﬂlg&%?e?;y%@a@& I\%%ng: Fingerprinting
o\
S@eﬁr@vl u

al styles @ ag%letely independent of meaning. One would
have to look aspects that are completely unrelated to meaning such as
grammar, morphemes and syllables. This technique will determine the true

authorship of a text.
Authorial Style 3 — Style Intrinsically Related to Meaning: Text Style

Texts can also be said to have style — these are even more centrally concerned
with meaning than with the world view version of authorial style. To examine
this style, we must look at linguistic choices intrinsically connected with
meaning and effect on the reader.

Lies, Damned Lies and Statistics
When using statistics for stylistic analysis, we must ensure:

1. We count anything that is countable but not assume that quantitative
analysis leads to automatic conclusions



Checksheet 10 — Style Features of Narrative Description

A. Lexis
General

Examine the open class words in the text

a. Is the vocabulary simple or complex? Is it descriptive or evaluative?
General or specific?

b. Does the writer make greatest use of referential or denotative
meanings or do you have to think about connotations or other
emotive associations of the words?

c. Are there idioms in the text? If so, are they associated with a
particular register or dialect?

d. Are there any unusual words — archaic, rare or spemahsed u\(

vocabulary?
e. Do the words fall into groups Wth{@Q@gﬂe semantic fields?
(@ twp ay arﬁm &nt role in the text? Is
0

(l T the f} ronouns, negative words or

Specmc

Examine the closed clas%

a. NOUNS — Are they abstract or concrete? If abstract, do they refer to
similar kinds of element? Are there proper names or collective nouns?

b. ADJECTIVES - Do they occur frequently? What kinds of attributes do
they embody? Do they occur in comparative or superlative forms? Do
they occur singly or in groups?

c. VERBS - How frequently do they occur? Are they linking, transitive or
intransitive? Are they stative or dynamic? Do they refer to physical
movement, psychological states or activities, perception etc? Are there
more finite verbs of more participles?

d. ADVERBS - Do they occur frequently? What kinds of meaning do they
have? Do they occur in comparative or superlative forms?



Chapter 11 - Bringing it all together

To do an effective stylistic analysis:

Begin the essay by summarising your findings or the interpretative
position you wish to take. Then proceed to the more detailed analysis
Order your analysis so that the areas which bear most directly on the
interpretation come first

Begin with discoursal and pragmatic structure (style, discourse structure,
conversational maxims)

Then move onto point of view and speech presentation/viewpoint

Then repetition, parallelism and metaphor



