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Introduction

The aim of this course is to introduce you to theoty and practice of stylistics. It is
structured into five modules of twenty- one unidule 1 which is entitled “Style and
Stylistics” provides you with background lecturesthe concepts of style and stylistics,
the nature and goals of stylistics as well as tygfestylistics. Module 2 entitled “Levels
of Linguistic Analysis” takes you through the edsarevels of linguistic description of
a text. These include the phono- graphological, dfetactic and the lexico-semantic
levels. It also introduces you to cohesion and oaree as well as foregrounding.

The title of Module 3 is “Basic Genres of Literaguand their Elements”. This is where
you will learn about forms of literature, elememtt prose, elements of poetry and
elements of drama. In Module 4 entitled “The Largpieof Literature”, you are
introduced to the main features of the languagé@erhture- prose, poetry and drama, as
well as the elements of register and points of viewModule 5, which bears the title
“Sample Textual Analyses”, you will be exposed tomg practical guides in doing a
stylistic analysis of prose, poetry and drama. Thedes provided here are not
exhausitive but they are adequate to stimulate yaerest in carrying out a purposeful
stylistic analysis of a text.

Course Aim

The general aim of this course is to equip you whin knowledge and skills needed to
undertake a meaningful stylistic analysis of ant,tespecially a literary text. It aims at
making you an informed reader/ analyst of a (Itgréext.

Course Objectives

Each Unit in the course contains some specificaiivjes which should guide you. At the
end of this course, you should be able to:

» define style and stylistics;

» identify and explain some perspectives on style;
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* identify and explain some types of stylistics;

* mention and describe the major levels of linguidascription of a text;

» list the basic genres of literature;

» discuss the elements of each basic genre of literat

» distinguish between cohesion and coherence;

» explain what foregrounding entails;

» describe the register of a text;

» identify and discuss the point(s) of view adopted itext; and

» carry out a meaningful stylistic analysis of a teedpecially a literary text).

Working through this course

As mentioned earlier, the course contains five nexiof twenty- one units which blend
theory with practice in the field of stylistics asmajor area of language and literature
studies. You should painstakingly go through adl thnits in this course, taking note of
the essential concepts introduced to you. You shalso do the Self-Assessment
Exercises and the Tutor-Marked Assignments. Fortpoderive maximum benefit from
the course, you should consult as many of the eates/suggestions for further reading
given at the end of each unit.

Course Materials
Your course materials include the study units m ¢burse, the recommended textbooks
and the exercises/assignments provided in each unit

Study Units

There are twenty-one Study Units in the courseyandwill need between fifteen (15) to
twenty (20) weeks to study them thoroughly, workihgpugh the exercises/assignments
and consulting the recommended texts.

Module 1  STYLE AND STYLISTICS

Unit 1: The Concepts of Style and Stylistics

Unit 2: The Nature and Goals of Stylistics

Unit 3: Types of Stylistics (i)

Unit 4: Types of Stylistics (ii)

Module 2 LEVELS OF LINGUISTIC ANALYSIS

Unit 1: Levels of Linguistic Analysis (i) (The Phoigraphological Level)
Unit 2: Levels of Linguistic Analysis (ii) (The L&o-Semantic Level)
Unit 3: Levels of Linguistic Analysis (iii) (The $yactic Level)

Unit 4: Cohesion and Coherence

Unit 5: Foregrounding



Module 3  BASIC GENRES OF LITERATURE AND THEIR ELEME NTS

Unit 1: Forms of Literature
Unit 2: Elements of Prose

Unit 3: Elements of Poetry
Unit 4: Elements of Drama

Module 4 THE LANGUAGE OF LITERATURE

Unit 1: The Language of Literature (i) (The Langead Prose)
Unit 2: The Language of Literature (ii) (The Langeaf Poetry)
Unit 3: The Language of Literature (iii) (The Larape of Drama)
Unit 4: Elements of Registers

Unit 5: Points of View

Module 5 SAMPLE TEXTUAL ANALYSES

Unit 1: A Sample Stylistic Analysis of a Prose Rayes
Unit 2: A Sample Stylistic Analysis of a Drama Rags
Unit 3: A Sample Stylistic Analysis of a Poem

Course Marking

You will be scored over 10% for each of your béseé assignments to arrive at 30% for
your Continuous Assessment. The real examinatidhoarry 70%, to give a total of
100%. This is graphically presented in the tablewe

Assessment Marks

Assignments 1-4 Three assignments, marked out of 10%

(the best three of all the Totalling 30%
assignments submitted)

Final examination 70% of overall course marks

Total 100% of course marks

Course Overview

Unit Title of Work Weeks | Tutor Marked
Activity Assignment
Course Guide 1
Module 1: STYLE AND STYLISTICS
1 The Concepts of Style and 2
Stylistics
2 The Nature and Goals of 3




Stylistics
3 Types of Stylistics (i)
4 Types of Stylistics (ii) 5 TMA 1
Module 2: LEVELS OF LINGUISTIC ANALYSIS
1 Levels of Linguistic Analysis | 6
(i) (The Phono-graphological
Level)
2 Levels of Linguistic Analysis | 7
(ii) (The Lexico-Semantic
Level)
3 Levels of Linguistic Analysis 8
(i) (The Syntactic Level)
4 Cohesion and Coherence 9
5 Foregrounding 10 TMA 2
Module 3: BASIC GENRES OF LITERATURE AND THEIR
ELEMENTS
1 Forms of Literature 11
2 Elements of Prose 12
3 Elements of Poetry 13
3 Language and Machine 14
4 Elements of Drama 15 TMA 3
Module 4: THE LANGUAGE OF LITERATURE
1 The Language of Literature (i) 16
(The Language of Prose)
2 The Language of Literature (ii) 17
(The Language of Poeti
3 The Language of Literature |18
(ii)(The Language of Dram
4 Elements of Registers 19
5 Points of View 20 TMA 4
Module 5: SAMPLE TEXTUAL ANALYSES
1 A Sample Stylistic Analysis of| 21
a Prose Passage
2 A Sample Stylistic Analysis of| 22
a Drama Passa
3 A Sample Stylistic Analysis of| 23
a Poem




Revision 24

Examination

Facilitators/Tutors and Tutorials

You are not alone in your journey through this seuas there are facilitators and tutors
to guide and assist you. You should make sure wplog this opportunity, especially
during tutorials. If you have read the course malervery well, you will be able to
identify the issues to be sorted out with your Ifetors/ tutors. This simply means that
you should not miss your tutorials and you shoulecaately prepare for them.

Summary

Although this course is an introduction to stytistiit exposes you to the essentials of
linguistic/ literary stylistics. If you carefullygthrough the course, you will be sure you
have a good background in this important aspel@rafuage studies. We wish you happy
reading.
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MODULE 1 STYLE AND STYLISTICS
UNIT 1 THE CONCEPTS OF STYLE AND STYLISTICS

Contents
1.0 Introduction
2.0 Objectives
3.0 Main Content
3.1 Meaning of Stylistics and its approaches
3.2 Style as Choice
3.3 Style as the Man
3.4 Style as Deviation
3.5 Style as Conformity
3.6 Style as Period or Time
3.7  Style as Situation
4.0 Conclusion
5.0 Summary
6.0 Tutor-Marked Assignment
7.0 References/Further Reading

1.0 INTRODUCTION

Stylistics, a yoking of style and linguistics, isdacipline which has been approached
from many perspectives. Its meaning varies, basethe theory that is adopted. When
we carry out the different activities that are cected to our area of business, either in
spoken or written forms, we often use devices ofight and the rules of language, but
there are variations so as to change meaningsyothsasame thing in different ways.

This is what the concept of style is based upom:utbe of language in different ways, all
for the purpose of achieving a common goal - tootiage meanings.

2.0 OBJECTIVES

At the end of this unit, you should be able to:

0] define style and stylistics;

(i)  identify and explain at least three perspectivestyle;
(i)  explain stylistics as a multi-dimensional disciglin

3.0 MAIN CONTENT

Stylistics is a broad term that has assumed difteneeanings from different linguistic
scholars. But it can simply be said to be the stfdstyle. Style on its own as defined by
Lucas (1955:9) is:

the effective use of language, especially in progeether to
make statements or to rouse emotions. It involiresdf all the
power to put fact with clarity and brevity.
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Style has also been defined as the descriptionasadl/sis of the variability forms of

linguistic items in actual language use. Leech §198!) quotes Aristotle as saying that
“the most effective means of achieving both claatyd diction and a certain dignity is
the use of altered from of words.”

Stylistics is also defined as a study of the ddfdrstyles that are present in either a given
utterance or a written text or document. The ceéestsappearance of certain structures,
items and elements in a speech, an utterance ardiven text is one of the major
concerns of Stylistics. Stylistics requires the wdetraditional levels of linguistic
description such as sounds, form, structure andnmega It then follows that the
consistent appearance of certain structures, immslements in speech utterances or in
a given text is one of the major concerns of dighs Linguistic Stylistic studies is
concerned with the varieties of language and tha@oeation of some of the formal
linguistic features which characterize them. Theease and the usefulness of stylistics is
that it enables the immediate understanding ofantees and texts, thereby maximizing
our enjoyment of the texts.

The concepts of style and stylistic variation indaage are based on the general notion
that within the language system, the content caanm®ded in more than one linguistic
form. Thus, it is possible for it to operate at lalQuistic levels such as phonological,
lexical and syntactic. Therefore, style may be régd as a choice of linguistic means, as
deviation from the norms of language use, as reatifeatures of linguistic forms and as
comparisons. Stylistics deals with a wide rangé&anfuage varieties and styles that that
are possible in creating different texts, whethpoken or written, monologue or
dialogue, formal or informal, scientific or religis etc.

Again, stylistics is concerned with the study of tanguage of literature or the study of
the language habits of particular authors and teiing patterns. From the foregoing,
stylistics can be said to be the techniques ofiextibn which allows us to define
objectively what an author has done, (linguisticon-linguistic), in his use of language.
The main aim of stylistics is to enable us undetéhe intent of the author in the
manner the information has been passed across éyauthor or writer. Therefore,
stylistics is concerned with the examination ofngnaar, lexis, semantics as well as
phonological properties and discursive deviceslishitys is more interested in the
significance of function that the chosen styleilsif

3.2  Style as Choice

While examining the concept stylistics, it is eduadssential to give attention to the
notion of choice. Choice is a very vital instrumentstylistics since it deals with the
variations and the options that are available tcaathor. Since language provides its
users with more than one choice in a given sitnatioere are different choices available
to the writer in a given text. This then dependstlom situation and genre the writer
chooses in expressing thoughts and opinions. Tthaga Pratt (1980: 29 — 30) clarify
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the connection between language and choice ashtraateristic choices exhibited in a
text.

With the writer’s choice, there is a reflectionloé ego and the social condition of his
environment. In determining the appropriate chaténguistic elements, two important
choice planes are open to the writer: the paradigmand the syntagmatic. The
paradigmatic axis is also referred to as the varbc choice axis while the syntagmatic is
the horizontal axis. The vertical axis gives a e@riof choices between one item and
other items; the writer then chooses the most agat® word. Thus, the paradigmatic
axis is able to account for the given fillers tlmtcupy a particular slot while still
maintaining the structure of the sentence. At thiegigmatic level, for example, a writer
or speaker can choose between “start” and “comnigtg® and “proceed.”

3.3 Style as the Man

This is based on the notion that every individuad his or her own unique way of doing
things and that no two persons are of exactly #umescharacter. There are always
distinctive features that distinguish one persomfthe other; thus in literary style, one is
able to differentiate between the writings of Ségirand Achebe, based on their use of
language, among other things. A person’s style alag be shaped by his social and
political background, religious inclination, culajreducation, geographical location, etc.
Simply put, the notion of style as the man seele sty an index of personality. But this
perspective is not without its own problems. Foaraple, one may exhibit different
styles on different occasions; when this happewswd say the writer has different
personalities?

3.4  Style as Deviation

When an idea is presented in a way that is diftefrem the expected way, then we say
such a manner of carrying it out has deviated ftbennorm. The concept of style as
deviation is based on the notion that there aresfutonventions and regulations that
guide the different activities that must be exedulhus, when these conventions are not
complied with, there is deviation. Deviation in Igics is concerned with the use of
different styles from the expected norm of language in a given genre of writing. It is a
departure from what is taken as the common practiaaguage deviation refers to an
intentional selection or choice of language useidatof the range of normal language.
Language is a system organized in an organic siridiy rules and it provides all the
rules for its use such as phonetic, grammaticgicadd, etc. Thus, any piece of writing or
material that has intentionally jettisoned the sudé language in some way is said to have
deviated. Stylistics helps to identify how and wanyext has deviated. Trangott and Pratt
(1980: 31) believe that the idea of style as desgas favoured by the “generative frame
of reference.” It is an old concept which stemarfrthe work of such scholars as Jan
Mukarovsky. Mukarovsky relates style to foregroungdand says that “the violation of
the norm of the standard... is what makes possil@g@dtetic utilization of language” (see
Traugott and Pratt 1980: 31).
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Deviation may occur at any level of language desiom e.g. phonological,
graphological, syntactic, lexico-semantic, etctlfd graphological level, for example, we
may see capital letters where they are not supptosbd. At the syntactic level, subject
and verb may not agree in number. Or the normarastithe clause elements may not be
observed e.g. Adjunct may come before the subfddhe lexico-semantic level, words
that should not go together may be deliberatelydinod together. e.g. “dangerous safety,”
“‘open secret.”

3.5 Style as Conformity

Style as conformity can be seen as the first aviglaption for a writer to express
himself. This is so because virtually all possitidds that a written material can belong
to have been established. Any style that is disig1so as a result of deviation. In fact, it
is on the notion of “style as conformity” that tltea of “style as choice” operates and
then results in or brings out the possibility oflstas deviation. That is, a writer needs,
first of all, to decide whether to conform with testablished style or to deviate. It is not
in all situations that a writer enjoys flexibilitpy deviate. Style as conformity is often
“strictly enforced” in certain fields or circumstas. This is often in
academic/educational field as regard students’arebeprojects. It is also found so in
some professional writings, where a considerabidarmity to the established format or
diction is expected for a text to earn acceptabilit

One major weakness of conformity to the establisstgld is that it clips creativity. But
the moment a text accommodates or injects somdiwdtgan the style, it becomes
marked as deviation from the norm.

Self-Assessment Exercise
Mention and explain two areas of human endeavowvhith style as conformity is
relevant.

3.6 Style as Period or Time

Style may also relate to time/period. This is soaose language is dynamic — it is always
changing. This becomes obvious when we look atsthges in the development of the
English language e.g. Old English, Middle Englisid &odern English. When we look
at a script in Old English now, it will seem adtifvere written in a different language
because of the differences in syntax, vocabulg®lliag, etc. Even within the so-called
Modern English, there are variations. The type oflsh we use today is different from
Shakespearean English in many ways. So, since dgegchanges along time axis, style
is also expected to vary along the same axis. Tidy0f language along time axis is
termed diachronic linguistics. You may compare kliaaic linguistics with synchronic
linguistics which deals with the study of language particular time/period.

The style of any given period has recognizably pneitiant features that make such a
period distinct. A period usually dictates the stgimployed by the writers. For example,

15



Shakespeare and his contemporaries used a partgtyla of writing i.e. writing in
verses. It was not until Herik Ibsen came up witdyg in the prose form that the previous
style was abandoned.

Similarly, the Victorian, Elizabethan, Renaissaaoe even the modern periods all have
peculiar styles different from another. In a nutkhke noticeable convention and pattern
of language use that inform the urge of a particpéaiod, make the style of that period.

3.7 Style as Situation

Usually, language is used according to situatiortimmumstance. It is the context that
determines language choice in speaking or writldgrtain words are appropriate for
certain occasions, while some are considered talhdgar or abominable. For example, a
Professor, in a scholarly conference, cannot ireluhga vulgarism like: “that theory is
fucking up”.

Consequently, a given situation has a great inflaean the choice made at every level of
language description. The concept of register &rthuttresses this point. For example,
registers as aspect of style tend to be associaittd particular groups of people or

sometimes specific situations of use (Journalesmalese, Liturgese, Babytalk, the
language of Sport Commentaries), the languageimirtals —argot, the languages of the
courtroom, the classroom, etc). We shall say mboairegister, later in this course.

40 CONCLUSION

From the above, it becomes clear that the studbgydé is the preoccupation of stylistics.
Stylistics itself can be approached from differeetspectives. The basic objective of
stylistics is to reveal how language is used taespwhat it expresses in a given text.

5.0 SUMMARY

Stylistics is an important area of linguistics whibas attracted the attention of many
scholars. Apart from its academic relevance, sigtiss applicable in many other areas
of human endeavours where language is used. Asdardt of stylistics you should pay
close attention to how language is used in any Wt have focused in this unit on some
popular perspectives on style, namely, style asicehostyle as the man, style as
deviation, style as conformity and style as timegze

6.0 TUTOR-MARKED ASSIGNMENT
(1) What do you understand by style?
(2) Discuss the concept of stylistics in its breadse.
(3) Explain each of the following:
(@)  Style as choice
(b)  Style as the man
(c) Style as deviation
(d)  Style as conformity
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(e)  Style as time/period
() Style as situation.
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UNIT 2 THE NATURE AND GOALS OF STYLISTICS

Contents
1.0 Introduction
2.0 Obijectives
3.0 Main Content
3.1 Whatis Stylistics?
3.2  The Nature of Stylistics
3.3 The Goals of Stylistics
4.0 Conclusion
5.0 Summary
6.0 Tutor-Marked Assignment
7.0 References/Further Reading

1.0 INTRODUCTION

A study of the varieties of language whose propergiut that language in context in an
attempt at establishing the principles capable agoanting for the particular choices
made by individuals in their use of language isontgnt. In this unit, therefore, we shall
examine issues relating to the nature and goalstydistics in order to identify the
principles that are responsible for individual ssyIn the use of language.

2.0 OBJECTIVES
At the end of this unit, you should be able to:
0] define stylistics further and explain its nature;
(i)  discuss the concept of style in stylistics and mo@ntarious approaches to
style; and
(i)  explain the goals of stylistics.

3.0 MAIN CONTENT

3.1 Whatis Stylistics?

Since its emergence as a significant academic Wwahin the scope of linguistics in the

1960s, stylistics has continued to attract intéllacattention of varying degrees. Several
meanings and theories of stylistics exist in lisgjai scholarship (Crystal and Davy,

1969, Fowler, 1975 and Wales, 2001 etc.). While s@®e stylistics as a branch of
linguistics that deals with the study of variet@fslanguage, its properties, principles
behind choice, dialogue, accent, length and reg{Bieadford, 1979 and Downes, 1998),
others insist that it attempts to establish prilespcapable of explaining the particular
[style] choices used by individuals and social goun their use of language (Turner,
1973, Birch, 1995 and Fowler, 1998 etc.).
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Taken together, all these arguments demonstratestiiee is central to the study of

stylistics. The word style refers to the choicevoirds/expressions in a given context by a
given person, for a given purpose, and so on. T$tusgijes in style have shown that style
is “the selection and arrangement of linguistictdeas which are open to choice” (De

Vito, 1967), Often times, the author’s identitygswen away by some details reflecting,

habit of expression or thought, and these seeroribirm that each writer has a linguistic

‘thumb-print’, an individual combination of linguis habits which somehow betrays him
in all that he writes. Accordingly, a writer's idigncratic way of expressing himself or

herself is an offshoot of his or her personalityystal and Davy (1983) opine that style is
the “effectiveness of a mode of expression”.

Style may be said to relate to communicative peréorce, which is the demonstration of
the speaker’'s or writer's language capacity in gainmggy and understanding specific
communicative contexts. Stylistics therefore is shady of style. But style itself, by its

nature, is a subject of debate.

3.2 The Nature of Stylistics

Stylistics is a borderline discipline between laage and literature. It focuses on
language use in both literary and non-literary gext doing this, it uses insights from
numerous disciplines such as literature, psychgleggiology, philosophy and so on.
Therefore, while it has its own focus, it is mulsiciplinary in nature. Stylistics looks at
style in such dimension as:

Style as Choice: This considers style as the characteristic clsotbat a writer/speaker
makes in a text at the various levels of languaggeption.

Style as Deviation: What is deviant i.e. what does not conform to‘tendard’ is said to
be stylistically significant. This can also be ay devel of language description.

Style as Situation: The situation is the context in which a text cente life. This could
be physical, socio-cultural, pragmatic, etc.

Style as Temporal Phenomenon: This deals with the time of relevance of styldatis,
whether it is still in vogue or not (ancient or reod). A good example is Old English
versus Modern English.

Style as the Individual: This focuses on the specific features that asm@ated with
particular individuals i.e. writers’ or speakerdidlects.

3.3 The Goals of Stylistics

Stylistics is adaptive in nature such that its feanark, as a veritable linguistic analytical
approach, deals with a whole range of human disesurmedical, religious, political,
legal, social, interpersonal, group communicatemj so on. The practice of stylistics is
targeted at achieving certain goals:

(1) To establish discourse peculiarities. Stylistics studies the peculiarities that
characterize the discourse of a writer, speakaipgepeople or genre. Hence,
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stylistics could bring out certain features of $i@'s works which are different
from Osofisan’s works. It could help us identifyetiBritish English style as
different from the American English style, etc.

(2) To induce appreciation of discourses. Stylistics involves the appreciation of a
discourse in order to increase our enjoyment oflikeourse. It opens the reader’s
mind to the form and function of a particular digse. Stylistics is sensitive to
different linguistic manipulations and choices igigen text. It unfolds the beauty
in authorial and characters’ linguistic choices aéns the reader or listener’s
mind to the aesthetic appeals of such choices.

(3) To ascertain linguistic habits: An author’s style is the product of a particular
linguistic habit, conditioned by some social, crdiu and ideological
environments. The objective of stylistics is to pheletermine the linguistic
background and orientation of a given writer or alq@e. Thus, according to
Chatman (1971), every analysis of style can be asean attempt to discover the
artistic principles that underpin the choice a arihas made. As a useful tool in
the interpretation of a texts, stylistics servesaamode of analysis for learning
language and developing awareness for the workimigdanguage and the
development of confidence to work systematicallydaods effective interpretation
of a text. This knowledge would lead us to arritean objective rather than a
subjective conclusion.

The knowledge of stylistics equally results in greper analysis of speaking and writing
habits to discover patterns which characteristycdifferentiate one variety of language
from the other. A number of factors namely: sitoas, mode of communication, context,
socio-linguistic constraints, as well as the needdnform to linguistic appropriateness,
account for variation across genres.

According to Crystal and Davy (1969: 10):

the aim of stylistics is the analyse language Bahiith the

main purpose of identifying, from the general mafsknguistic

features common to English as used on every coallv
occasion, those features which are restricted iiaioekinds of
social context; to explain, where possible, whyhsieatures
have been used, as opposed to other alternativeétpalassify
these features into categories based upon a viewhaif

function in the social context.

To make critical judgements: The application of stylistics on a discourse njp a
stylistician to make an evaluative or critical jedgent. Stylistician often makes value-
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judgement statements like: “it is composed in grsiyte.” The critical judgements made,
based on veritable data are usually objective, destylistics can help us reveal a good
style from a bad one.

In order to achieve the goals stated above and stinees that have not been mentioned
here, stylistics looks at many features of a texhsas:

Graphological Features: Through these features, a stylistician can readpretplore
and give descriptions of the physical appearance li€rary text. Here, such features as
the use of punctuation marks to create stylistieat$ are significant. However, a major
feature here is foregrounding. In this instancetag® words are foregrounded or brought
to the fore to give them prominence through theafstlics, capital letters, underlining,
and so on. You will learn more about foregroundatgr in this course.

Syntactic Features: The focus of syntactic analysis here is the ideaifon of the
effects created by the various sentence typedertaSuch aspects as ellipses, parataxis,
hypotaxis, right and left-branching sentencesaetcconsidered significant. For instance,
dislocation in syntax is occasionally used to desti@te the dislocation in human
thoughts (stream of consciousness) and this idyhighnifested in James Joyce’s novels.

Lexico-Semantic Features The stylistic use of words here may produce dane,
connotative, collocative, affective, thematic, tylistic meanings based on the speaker’'s
or writer's intention. Certain characteristic usevmrds may help us to identify the
context of a text, its genre, its communicativepmses, its author, and so on.

Self-Assessment Exercise
0] What do you now think stylistics is?
(i) What do you consider as the goals of stylistics?

4.0 CONCLUSION

Stylistics adopts a multidisciplinary approach thiave its goals. It examines language
use in different contexts in order to determine ghde, purpose(s), meaning(s), etc and
the over-all merit of a particular work. With thechniques of stylistics at your disposal,
you will be able to evaluate any instance of lamgguase with respect to its content and
form.

5.0 SUMMARY

In summary, stylistics enables us to interact nregfnily well with a text. It opens
our minds to the various dimensions of a patrticlitarary or non-literary work. It is a
discipline which is relevant to all activities whicely on the use of language. Through
our knowledge of stylistics, our knowledge of tealtappreciation will increase, just as
our knowledge of the workings of language will agpate. In short, stylistics will make
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us informed observers and analysts of language iusthe process of negotiating
meanings.

6.0 TUTOR-MARKED ASSIGNMENT
(1) Mention and discuss two goals of stylistics.
(2) Describe briefly the nature of stylistics.
(3) Whatis style?
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1.0 INTRODUCTION

In this unit, we shall discuss linguistic styligtiand literary stylistics as two broad types
of stylistics. In discussing linguistic stylistiowe shall use some poems and demonstrate
how stylistics can be done at some levels of laggwescription. We shall therefore look
at graphological, phonological, syntactic, and dexsemantic features. In addition, we
shall also discuss the literary perception of style

2.0 OBJECTIVES

At the end of this unit, you should be able to:
0] mention two types of stylistics and distinguishvieetn them;
(i)  identify some features that can be looked at inguistic stylistic analysis;
(i)  explain what is involved in a stylistic analysisaoliterary text.

3.0 MAIN CONTENT

3.1 Linguistic Stylistics

Linguistic stylistics explores the linguistic feeds of a text. Remember that there is
reference to style as the selection of certainulstic forms or features over other
possible ones. Linguistic stylistics, thereforeinp® out those linguistic choices which a
writer or speaker has made as well as the effddteahoices.

The foregoing implies that linguistic stylistics pgimarily concerned with the use of

language and its effects in a text. Given a piefcéterature, a poem for example, a
linguistic stylistic analyst will be interested uescribing the form and function of
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language in the poem, paying attention to certamosities that may be accounted for in
linguistic terms.

This does not imply that linguistic stylistics iges the meanings which a poem conveys.
In fact, the meaning is the focal point. But wheg system of language is used to do is of
paramount importance to the stylistician who workishin the system of linguistic
stylistics. Widdowson (1975: 5) posits that “... iaynwell be the case that the linguist’'s
analysis of the language of a poem is dependesbore prior intuitive interpretation of
what the poem is about.”

Linguistic stylistics, then, directs its attentigmimarily to how a piece of discourse
expresses the language system. By language systmean linguistic features that can
be examined based on the levels of language. Inséodéion that follows, we shall

examine some linguistic features based on thedesfelanguage description. But before
then, let us note that the gap between linguigiitisic and literary studies has been
bridged by the advent of the discipline of lingigsstylistics. Linguistic stylistics was

introduced to act as a complementary approachdraty criticism where the linguistic

study of texts was conspicuously absent.

Linguistics being “the academic discipline whichdies language scientifically” (Crystal
and Davy, 1969: 10) has everything to do with lagg usage and its applicability.
According to Ayeomoni (2003: 177),

Like any scientific discipline, the linguistic styudf texts is
precise and definite as it employs objective andifiable
methods of analysis and interpretation of texts.

Linguistic stylistics studies the devices in langes (such as rhetorical figures and
syntactical patterns) that are considered to predexpressive or literary style. It is
different from literary criticism in that while &tary criticism rests solely on the
subjective interpretation of texts, linguistic s#jics concentrates on the *“linguistic
frameworks operative in the text” (Ayeomoni 200371 This gives the critic a pattern
to follow; what to look out for in a text; and caugsiently his standpoint can be verified
statistically.

Similarly, the linguistic study of a text revealsvater’'s style and purpose of writing. For
instance, the use of proverbs in Achebe’s novdisei@ his style. Thus, if one criticizes a
text through the parameters of linguistic usageait be verified, but if on the other hand,
one relies primarily on literary criticism, one dnly react to a text as his emotion
dictates.

However, Hassan (1985) cited in Ayeomoni (2003)esothat linguistic stylistics
acknowledges the fact that it is not just enougisttaly the language of literary texts,
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since there are two aspects to literature: thealexhd the artistic. In view of this factor,
linguistic stylistics has its major purpose, whisltrelating language use in literary texts
to its artistic function. So when language as usdtie text is studied, it is not studied in
isolation of the artistic function, it is studigsarder to ascertain how the writer has used
language to express his message.

According to Ayeomoni (2003), linguistic stylisticsknown by such other terms as:
(@) Stylistics: (Hassan, 1985; Kachru and Herbert 1972; and Widdo 1975).

(b)  Modern Stylistics (Freeman, 1973).

(c) The New Stylistics(Fowler, 1986; Cluysenaar, 1975; Leech and SH68)]).
(d) Literary Linguistic Stylistics (Michael Short, 1982).

3.1.1 Some Features of Linguistic Stylistics

In this section, we shall limit ourselves to sonmguistic features that would serve as a
platform for an in-depth stylistic analysis of atgxt, though in this unit, we restrict
ourselves to poetry.

3.1.2 Lexical Repetition

As a form of lexical repetition, words may be rejeela synonyms or near-synonyms may
be used. At times, poets repeat some lexical itemaar-synonymy may be used, for
instance, to foreground the intended message nBtarice, look at these lines:

Jilt her
Rape her
Milk her
Suck her

In the above extract from Okpanachrke Eaters of the Livingp. 80), we find a sense of
lexical relation. “Milk” and “Suck” in the contexif the poem function as synonyms. The
synonymous selection is, however, determined bythetion of the poet.

The overall intention of the poet is to emphasisedmsdain for the political situation of
his country. If we look closely at the poem, therdgocorrespond with the social situation
of the country which the poet depicts.

3.1.3 Lexico-Semantic Level

Semantics deals with meaning. At the lexico-semalavel, we look at the lexical
choices made by a writer or speaker. Here, wordsbeachosen for their denotative,
connotative and other dimensions of meanings. laddkis line:

“But tomorrow cannot be consoled.”
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The above line is taken from YeiboMaiden Lines Syntactically, i.e., in terms of

grammar, the line is normal. The sentence begitts Wut’, giving the assumption that it

contrasts with the idea that precedes it. But if laek at the sentence semantically,
“tomorrow” is not an animate thing that can be aded, it is only humans that can be
“consoled” or not consoled. Making “tomorrow” to gath “consoled” creates some
effect at this level.

3.1.4 Syntactic Level

This has to do with the arrangement of units lathan the word. These units include
groups/phrases, clauses and sentences. Look aetitsnce: “He went home”.

The pattern of the sentence is SPA (S — SubjectPRedicator, A — Adjunct).

A poet can violate the order of the above sentantee form below:

“Home he went” (This has ASP pattern).

The item “home” occurs in the initial position dfet sentence to foreground it. This is
deviation for a specific effect.

3.1.5 Phonological Level (Sounds)

Phonology refers to how sound is organized to medound patterning functions
linguistically in poetry to project a poet’s purgosr concern in a work” (Aboh. 2008:
67-8). Poetry has fashions and different forms afngl patterning. Let us look at this
example taken from Dasylva%ongs of Odamolugbe;

Their stanzaof stifling scandals
Causethe masses tourse

(p. 27)

This is an example of alliteration. The sousthnzasand scandalsare the poet’s
deliberate selections. The sound effect createslbii selection gives the reader a deeper
sense of understanding the enormity of corruptimh iasincerity in the Nigerian society.

It is the insincerity of the rulers that ‘causeétimasses to ‘curse’.

3.1.6 Graphological Level

Another way in which poets can make ustemplate the otherwise unmarked
morphological structure of words is by playing arduwith word boundaries.
Graphology means the arrangement of words basdtennmeanings. If a poet breaks
the word “Kingdom” into “king - dom” the poet hasmpered with the morphology of the
word, thereby affecting the meaning. Let us comnrdide example taken from Ushid*sl|
sSongs:
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On the wrinkled face of the hills

| see my shortening shadow

as my sun creeps towards the west hills
gently, gently, gently

like afternoon’s flame I

Q> = ms o

to ash in the evening.
(P. 35)

The above poem describes birth and death. Whileptieeeding lines of the poem
explicitly point to aging, “lowering” (the graphalecal symbolism) shows interment. It
describes the process of burial.

3.2 Literary Stylistics

Literary stylistics is synonymous to literary arim, in a way. The ultimate purpose of
literary stylistics is to explain the individual ssage of the writer in terms which makes
its importance clear to others. The task of litgratylistics is to decipher a message
encoded in an unfamiliar way, to express its maamnfamiliar and communal terms
and thereby to provide the private message withildip relevance. This activity is not
essentially different from the criticism of othet forms.

The literary stylistician is obviously sensitive kanguage, but his/her concern is not
principally with the way the signals of the art@st constructed but with the underlying
message which an interpretation of the signalsaleurthermore, literary stylistics is
less interested in devising a metalanguage intochwlthe original message can be
transferred. The literary stylistician is rathencerned with figurative and evocative uses
of language which characterize the message betagpneted. Literary stylistics, then, is
primarily concerned with messages and the interestodes (language) lies in the
meaning they convey in particular instances of Uite. beauty of language and how it is
used to capture reality is also the focal concdrhit@rary stylistics. Literary stylistics
takes interpretation as its aim. It is interestedinding out what aesthetic experience or
perception of reality a poem, for example, is afigng to convey. Its observation of how
language system is used will serve only as a migatigs end.

Literary stylistics, therefore, searches for unglag significance, for the essential artistic
vision which language is used to express. It tri@isry works as messages.
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Literary stylistics undertakes the interpretationaotext as the ultimate objective of

analysis. It is based on the consideration of thksscally significant features of the text

(including clause and sentence structure, paragrg@nd cohesion) and of lexis. It is

however the stylistic effects and functions proadlby these features rather than the
objective description of them that is more impottagre (i.e. in literary stylistics).

To the literary stylistician, the description ohtpiage and style is not important in itself;
instead, the primary task is to provide an accairitis intuitions concerning the effect
and functions produced by the text. This is expkdte provide a sure basis for the
interpretation of texts and for teaching interptieta

40 CONCLUSION

The above examples are just small parts of styliatialysis, especially a linguistic

stylistic analysis. The ability of an analyst toearth stylistic features depend, by and
large, on his linguistic and literary awarenessgluistic stylistics and literary stylistics

are not limited to the analysis of the languagditefature. Any form of language use
such as news reporting, advertising, football comary, etc can be analysed
stylistically from the two perspectives.

5.0 SUMMARY

In this unit, we have established a distinctionweetn two main types of stylistics:
literary stylistics and linguistic stylistics. Undknguistic stylistics, we examined some
linguistic features that have stylistic effects. Vdegued that linguistic stylistics is
primarily concerned with the description of langeagsed in a text, while literary
stylistics is principally interested in interpreajithe message of a work of art; making a
personal message of an artist gain communal sigmiéie. However, in practice, there is
no justification for bifurcating stylistics intonguistic stylistics and literary stylistic.
Therefore, these two forms of stylistics are merigettiis course, in practice.

6.0 TUTOR-MARKED ASSIGNMENT

(1) Mention and explain two types of stylistics.

(2) Identify some features that can be focusedhanlinguistic stylistic analysis.

(3) Carry out a literary analysis of any poem ofiyohoice.
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1.0 INTRODUCTION

Stylistics has become so vibrant a field of stuubt it has drawn insights from a number
of disciplines or fields. Each of these disciplirtess its own approach to the study of
style in texts. A situation such as this has browdgout various types of stylistics. Thus,
it becomes possible for a stylistician to do a dligh stylistic examination of a text by
adopting any of the various approaches at his odisposal.

2.0 OBJECTIVES

At the end of this unit, you should be able to:

0] identify four other types of stylistics aparbi linguistic and literary stylistics;
(i)  explain the types of stylistics identified {i); and

(i)  describe the method(s) of each type of stidsidentified in (i).

3.0 MAIN CONTENT

3.1 Reader-Response Stylistics

This type of stylistics stemmed from the strandyaddern ‘subjective’ criticism called

reader-response criticism, otherwise known, in erman school of criticism as

reception aesthetics. Very notable figures amoagtbponents of modern criticism, [.A.
Richards and William Empson, steered the criticstefts towards appreciating the
words, which are contained on the pages of a ta#tter than considering the author of
such a text.

This development in literary criticism is a radicdeparture from the Romantic
conception of the author as being totally respdaditr whatever meaning that one, as a
reader, may encounter on the pages of a text.rewspy Roland Barthes’ view, the new
critics, as the proponents of modern criticism @ated, believed that the meaning of a
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text can, solely, be determined through the intevadetween the reader and the words
one the pages of the text. This is what the reaslgyeonse criticism concerns itself with.

Thus, the reader-response stylistics examineseti@er’s response to a text as a response
to a horizon of expectations. By a horizon of exakons, is meant that there is
multiplicity of meanings or interpretations in axteand these can be accessed by the
reader according to his or her level of what Jomatuller (1981: 25) describes as
“literary competence”. A reader’s literary competeris highly informed by the social
world in which a text is produced as it usually reshaping effect on his or her
interpretation of such a text.

In the reader-response stylistics, there is arrant®mn between the structure of the text
and the reader’s response. Thus, the reader beamadive part of the text. The reader-
response stylistics evokes a situation where iddai readers give meaning to the text.
This is because each reader will interact withtthe differently, as the text may have
more than one vivid interpretation.

The theorists of this type of stylistics share tvediefs:
(@) the role of the reader cannot be ignored;
(b)  readers do not passively consume the meangwgepted to them by a literary text.

Instead, readers actively make the meaning they ifinliterature. This is to say that
literature exists and signifies when it is read asdorce is an affective one.

Furthermore, reading is a temporal process, ngiatiad one as new critics (formalists)
assume when they step back and survey the litevarl as if it were an object spread
out before them. IMhe Implied Reader: Patterns of Communication imder Fiction
From Bunyan to Beckefil974) andThe Act of Reading: A Theory of Aesthetic Response
(1976) (both cited in Murfin and Ray, 1998), ther@an critic Wolfgang Iser comments
that texts contain gaps that powerfully affect thader, who must explain them, connect
what they separate, and create in his or her nspddas of a work that are not in the text
but are implied by the text. The reader cease®ta mere passive recipient of the ideas
planted in a text by an author, but an active douator/maker of meanings.

Reader-response stylistics/criticism has evolvéd anvariety of new forms. Subjectivists

like David Bleich, Norman Holland, and Robert Cross have viewed the reader’s

response not as one “guided” by the text, but ralseone motivated by deep-seated,
personal, psychological needs.

3.2 Affective Stylistics

Attracted to the fascinating insights proffered the reader-response criticism on the
process of criticizing a text, an American critimnt stylistician, Stanley Fish,
appropriated it (the reader-response criticismaffsctive stylistics. Affective stylistics

31



came around to be identified as one of the twoeti@s of a major branch of stylistics,
namely, literary stylistics and expressive styisti Whereas expressive stylistics is
writer/speaker - oriented, that is, focuses onesps purely the representation of the
personality of the author, affective stylisticaesder/ hearer — oriented i.e. its focus is on
the consumers.

Like its close partner (the reader - responsestiydi), affective stylistics ferrets out the
emotional responses that a reader or hearer makég icourse of his or her interacting
with, that is, reading or listening to a text. Haee it goes further to examine the
psychological operations that are usually involwedhe reader’s process of reading or
the hearer’s process of listening; hence, it isentise, known as “process stylistics”.

According to Fish (1970), in affective stylistidhe stylistician relies primarily upon his
or her affective responses to stylistics, elemantbe text. Here, the literary text is not
formally self-sufficient; it comes alive throughetiinterpretative strategy that the reader
deploys. Hence the need to analyse the developsmpnses of the reader in relation to
the words as they succeed one another in theTthgtwork and its result are one and the
same thing; what a text is and what it does.

Affective stylistics could equally be seen as tmpact of a text’s structure on the reader
as the work unfolds. During the process of affexstylistics, viewers continue to take in
new information that must be incorporated into ttleeirrent understanding of the work.
With each new bit of information, the reader magnionew expectations of where the
work is going, perhaps, rejecting old interpretasio opinions and assumptions and
making new ones. The affective domain includes rtf@ner in which we deal with
things emotionally, such as feelings, values, apatien, enthusiasm, motivations and
attitudes.

3.3  Pragmatic Stylistics

Pragmatic stylistics is part of the manifestatidnlioguistic stylistics. This variety of
stylistics shows the meeting point between pragreatind stylistics, that is, how
pragmatic resources, such as performative and Bpeete can be employed to achieve
stylistic effects.

Scholars have demonstrated that the objectiveagmpatics is to show how users of any
language can use the sentences obtainable in dacly@age to convey messages which
are not directly or explicitly shown in the proposmnal content of the sentences.
Pragmatics came round to fill the gap created bytilith-condition semantics. The latter
is a semantic theory which holds the view thattthéhfulness or the falsity of a sentence
or an utterance is subject to the degree to whiehpropositional content of such a
sentence or an utterance is verifiable from thedvor
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Stylistics, as has been shown in the previous urstsraditionally concerned with the
study of style in language. Verdonk (2002:4) dediieas the analysis of a distinctive
expression and description of its purpose and effEbe partnership between both
pragmatics and stylistics appears quite possiblengthe qualities that they share. Both
are, for instance, interested in such featuresrasayond the sentence boundary. The
application of pragmatic and stylistic theoriegd®t analysis indicates a clear departure
from how texts were analysed when modern lingusdbiegan to develop. In this respect,
Dressier et al (1993:16) inform us that the traditat the inception of the evolution of
modern linguistics was for analysts to confine #@malysis of a text to the domain of
sentence which was, then, regarded as the largéstvith an inherent structure. The
pragmatic meaning of a text can be recovered thrag context that produces the text.
It is the realization that context is necessarthm exploration of the pragmatic meaning
that guides a language user or text producer imbpl@&/ing appropriate linguistic
resources in the text in order to achieve the gttglimeaning through what Ayodabo
(1997:136) regards as “...the degree of effectisermd an utterance (herein referred to as
text) in relation to the learners (or readers) le perlocutionary level”. But for the
perlocutionary level to be achieved, we are infainiy the speech act theory (the
proponents of which include Austin 1962 and Seafé9) that the illocutionary acts
must have satisfied certain felicity conditions.

This is not our concern in the present study. thexefore, obvious that the frequency of
a speech act is highly significant in understandihg extent to which it has been
stylistically exploited by text producers to exsdme perlocutionary effect(s) on the
reader(s) of such a text. In this arrangement, aeehhe yoking of pragmatics and
stylistics. Pragmatic stylistics is, thus, viewesl a two-in-one theory of text analysis,
which focuses on the effects of contexts on the tex

3.4 Pedagogical Stylistics

This type of stylistics shows the instructional us& which stylistics is put. Wales
(1997: 438) explains that stylistics has been, gunaly, considered a teacher’s ready
tool of teaching language and literature to bottiveaand foreign speakers of English. In
order to achieve his goal of teaching with eageaaher is guided by certain strategies or
objectives. Often times, a teacher cannot butdsalfle in his or her course of achieving
his or her teaching objectives. In this wise, aselally to pedagogical stylistics is
classroom discourse analysis.

For long, pedagogical stylistics has been intrisbjclinked with the teaching of the

linguistic features of written texts as a meansancing students’ understanding of
literature and language. It is based on the prethieestylisticians who are involved with

teaching should be aware of the pedagogical otientand reading paradigms which
inform their practice. It is also a theoretical dmsion to research undertaken into
practice in the stylistics classroom.
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Pedagogical stylistics emphasizes that the prooéssnproving students’ linguistic
sensibilities must include greater emphasis up@ntéxt as action; that is, upon the
mental processing which is such as proactive daetading and interpretation; and how
all of these elements — pragmatic and cognitiveve as linguistic — function within
guite specific social and cultural contexts.

The knowledge gained from the study of pedagogstglistics will help students in
understanding how language, grammar and rhetonmictifon in texts. It will follow these
steps: firstly, students will acquire the knowledhpat leads them to comprehend the
basic grammatical and rhetoric concepts. Secondlywill boost their practical
knowledge, whereby students are able to analyds wath the tool they have acquired at
the first stage. The third stage is when studeatstp a mode of synthesizing all they
have learned, which, in turn, allows them to mowveto the production stage. Such a
process is valuable, for example, in the contenrganeative writing classroom.

It is important to note that the process describe@ is not simply literary stylistics, but
fundamentally pedagogical stylistics. The fact thatlose, stylistic analysis of texts,
literary or otherwise, for formative ends is pedgigally valuable is amply demonstrated
by pedagogical stylistics.

3.5 Forensic Stylistics

Forensic stylistics is a part of forensic lingusti In general, forensic stylistics is the
application of stylistics to crime detection. Thgbuthe stylistic analysis of language use
at the different levels of language descriptions ipossible to determine the author of a
text. This may be applied to confessional statemémtthe police. Issues like voice

recognition, identification of regional accents aveten studied to arrive at useful

conclusions in terms of crime detection (see Bldhrand Bloor, T. 2007).

40 CONCLUSION

It has been shown in the foregoing that stylisidepts a multi-disciplinary approach to
the analysis of texts. We are, thus, made to apgiesthe claim that though stylistics is
located in linguistics we should not lose sighttloé fact that it (stylistics) also draws
inspiration from a number of disciplines. It is hewer the responsibility of an individual
stylistician to determine when insights from spiecdisciplines or sub-disciplines are
needed in his or her analysis of a text and hov sgights can be effectively utilized.

5.0 SUMMARY

Stylistics has been proved to be a useful tooh& hands of an analyst who wishes to
analyse a text from any stand point. Analysingxa peovides one a better way to read a
text. Stylistics may be regarded as a window im® world of texts. An analyst may
adopt a particular approach in opening the windaoto the world of texts. The different
approaches that may be adopted are embedded idifftaeent strands of stylistics as
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reader-response stylistics, affective stylistiaggpnatic stylistics, pedagogical stylistics
and forensic stylistics.

6.0 TUTOR-MARKED ASSIGNMENT
(1) Identify four other types of stylistics apart froimguistic and literary stylistics.
(2) Explain carefully the type of stylistics identifiéd (1) above.
(3) How does each type of stylistics identified in \{grk?
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MODULE 2 LEVELS OF LINGUISTIC ANALYSIS

UNIT 1 LEVELS OF LINGUISTIC ANALYSIS (1)
(The Phono-Graphological Level)
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5.0 Summary

6.0 Tutor-Marked Assignment

7.0 References/Further Reading

1.0 INTRODUCTION

The Systemic Functional Grammar developed by M.AdHKlliday recognises phonology
and graphology as the levels of language substdPtvenology deals with the phonic
substance (segmental and suprasegmental unitagrfdge) while graphology deals with
the graphic substance. This unit will expose yothtse things that should be considered
in doing a stylistic analysis at the phono-grappgaal level of language description.
Look at the table below, taken from Tomori (197%).4

Phonetic
Linguistics
SUBSTANCE — — FORM — — SITUATION
Phonic
Substance —T— Phonology ~ L~ Contex —— (extra-textural
N A
features)
(Grammar
. lexis)
Graphic
substance —T— Orthography
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2.0 OBJECTIVES

At the end of this unit, you should be able to:
0] explain the phono-graphological level of langaalescription;
(i)  identify the features focused on at the phagnaphological level; and
(i)  carry out a phono-graphological analysis afdext of your choice.

3.0 MAIN CONTENT

3.1  Phono-graphology

Phono-graphology as a term was popularized by d#s/l(1961) in explicating a number
of different levels at which linguistic events shbwe accounted for. Within this
framework, Halliday (1961:243-4) observes that tpemary levels are ‘form’,
‘substance’ and ‘context’. According to him, thebstance is the material of language:
‘phonic’ (audible noises) or ‘graphic’ (visible nk&), hence phono-graphology is the
organisation of substance into meaningful event® dontext relates the form to non-
linguistic features of the situation in which laage operates to yield extra-textual
features. Therefore, Systemic Functional Lingusstiecognizes the formal and the
situational dimensions of language description.

Working within this tradition, Leech and Short (198dentify four levels of language
description: syntax, semantics, phonology and giygly. Syntax and phonology form
the expression plane and interact to bring out mgawhich is the pre-occupation of
semantics, According to them, graphology is anrmdiive form of realisation to
phonology. Although phonological features can bid $a be remote in a written text,
they are still not irrelevant. After all, a textusitten to be read or spoken. Spellings can
be exploited to suggest some phonological featares these will be more prominent
when the text is read aloud. Phonologically, thalyms of language at this level involves
the basic sound units such as the combination widsy stress, tone and patterns of
intonation. Furthermore, it is at this level thag wonsider the possible syllable structure
of a particular language and the various ways irciviyllables can be combined. This
aspect can also be helpful in a contrastive stddgrmuages. For example, while two or
more consonants can occur in a sequence in Englismot so in Yoruba.

Self-Assessment Exercise
Describe the syllable structure in your indigenlaunguage.

3.2 The Segmentals

The segmental units of English consist of at leastnty vowels and twenty-four
consonants. The twenty vowels are made up of twalve vowels and eight diphthongs.
Also, the twenty-four consonants are made up dédii voiced and nine voiceless
consonants. Refer to your phonetics and phonolagyse for the basic knowledge of
these segmental units. Here, it is enough for gpawote that writers, especially poets, can
exploit the sounds and their structures to achspexial effects e.g. through the use of
alliteration, assonance, and so on.
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3.3 The Suprasegmentals

The suprasegmentals are the units that are ldrgarthe segmentals. Stress, for example,
is a suprasegmental unit. It refers to the degfderce or loudness with which a syllable
is pronounced. It can also indicate a word clasindpresent (noun), ptsent (verb);
lobject (noun), ofject (verb). Intonation which is another supraseggaleunit indicates
primarily, the falling or rising pitch of a word sentence as in:

(@) Hehascome, (falling intonation)

(b) He hascomé? (rising intonation)

The falling intonation in (a) above indicates aestiaent, while the rising intonation in (b)
indicates a question. The combination of stressi@iothation gives the English language
its peculiar rhythm, and writers, especially poaitilize heavily this feature of the

language to achieve some effects in their writings.

3.4 Graphology

At this level, such things as spelling, punctuatgpace management, underlining, use of
pictures, colouring, e.t.c. are considered andyaedl The pattern of writing can also
indicate the variety of language involved. For amste, words like ‘color’ and ‘meter’ are
classified as American English, based on theirlisigsl. Conversely, their varieties
(‘colour’ and ‘metre’) are regarded as British Heglfor the same reason. Graphological
elements are often used to achieve foregroundiregtext. Foregrounding simply means
making certain elements in a text prominent smadttact attention. Any aspect of a text
that is foregrounded is made conspicuous to atthecteader’s attention. You will learn
more about foregrounding later in this course.

4.0 CONCLUSION

From the foregoing, we have been able to explarctincept of phono-graphology as the
yoking of phonology and graphology. While phonotaii features are of special
significance in speech, graphological elements as® of immense importance in
writing. Both phonic and graphic elements of larggidorm what systemic Functional
Grammar calls the substance of language.

5.0 SUMMARY

Phono-graphological analysis can be said to invtihee analysis of the deployment of
phonological units of segmentals and suprasegnmtialone level and those of the
graphic substance of language — i.e. featuresinglad the writing system. A phono-

graphological analysis will be pertinent in the lgas of poetry, in particular. But both

aspects are necessarily involved in a stylistidysmaof a text — be it spoken or written.

This will be apparent when you consider a writtext that is meant to be spoken. Such
an analysis is no less significant in other genfese are to account for their total

significance.
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6.0 TUTOR-MARKED ASSIGNMENT
(1) What do you understand by phono-graphology?
(2) What features are significant in a phono-graphaialganalysis?
(3) Do a phono-graphological analysis of the followiagt:

Elesin: Words are cheap. ‘We know you for
A man of honour. Well tell me, is this how
A man of honour should be seen?
Are these not the same clothes in which
| came among you a full half-hour ago?

lyaloja: Richly, richly, robe him richly
The cloth of honour ialari
Sanyan is the band of friendship
Boa-skin makes slippers of esteem.
(Death and the King's Horsemap. 16-17)
7.0 REFERENCES/FURTHER READING
Halliday, M.A.K. (1961). “Categories of the ThearfyGrammar.” 17(3) PP. 241 — 292.
Halliday, M.A.K. (1994) Introduction to Functional Grammatondon: Edward Arnold
Leech, G. & Short, M. (1981)Style in Fiction A Linguistic Introduction to English
Fictional Prose New York: Longman.

Soyinka, W. (1975)Death and the King’'s Horsemathadan: Spectrum Books Ltd. Pp.
16-17.

Tomori, S. (1977)The Morphology and Syntax of Present-day Englishirdroduction
London: Heinemann.
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UNIT 2 LEVELS OF LINGUISTIC ANALYSIS (lI)
(The Lexico-Semantic Level)

Contents
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2.0 Obijectives
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3.4 Types of Words
3.5 Denotative and Connotative of Meanings
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4.0 Conclusion

5.0 Summary

6.0 Tutor-Marked Assignment

7.0 References/Further Reading

1.0 INTRODUCTION

The lexico-semantic level is the level at whichtg@igtic analyst looks at the author’s
deployment of words and their meanings in a textokding to Milmkiaer (2002: 339),
the study of lexis is the study of the vocabulafyadanguage in all its aspects, and as
Ajulo (1994: 1 — 8) says, many linguists have sthto develop interest in lexical studies
in English, perhaps as a result of the realizatiat “there is a need for a separate level
of linguistic analysis ... to cater for certain lingic patterns and regularities which the
grammatical level... alone cannot take care for” (8ji994: 5).

2.0 OBJECTIVES

At the end of this unit, you should be able to:

0] explain the lexico-semantic level of language depsion;
(i) distinguish between denotation and connotation;

(i) mention and explain at least three lexical relaj@nd
(iv) carry out a lexico-semantic analysis of a text.

3.0 MAIN CONTENT

3.1 Semantics

This is the study of the linguistic meaning of muwemes, words, phrases and sentences.
Subfields of semantics are lexical semantics antttstral semantics. Lexical semantics
is concerned with the meaning of words and the megaof syntactic units larger than the
word. Roman Jacobson is quoted by Fromkin et aD3RG@s saying: that language
without meaning is meaningless. Semantics is thimgadphical and scientific study of
meaning. It can also be said to be a branch otiigtigs which is pre-occupied with the
study of meaning. The term is one of a group ofliEhgvords formed from the various
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derivatives of the Greek verb “semano” (“to meam™“t signify”). It is difficult to
formulate a distinct definition for each of thesenis because their use largely overlaps
in the literature, despite individual preferencesmantics may also be approached from a
philosophical (logical) point of view. In the diptines of philosophy and linguistics,
semantics is the study of the relationship betwid®nsigns of a language and their
meanings. Although they approach semantics diftgreoth disciplines propose to
explain how persons derive meanings from linguiekpressions. However, our concern
here is semantics in linguistics. In its own cdeeis describes the entire storage of words
and expressions in a language. The term ‘lexicenivds from the root word ‘lexis’ and

it refers to the list of the possible words in agaage.

Linguists today study three levels of language:phenetic (relating to sounds), syntactic
(relating to the way in which words combine grampaly to make sentences) and the
semantic. In comparison with the work done in tirstftwo areas, linguists have
accomplished little in the area of semantics. Tistroversial subject has split the ranks
of linguists into several camps. Members of theostiof interpretive semantics study
structures of language, dependent on the condibbti®e use. In contrast, the proponents
of generative semantics insist that the communieappower of language must be
acknowledged and that the meaning of sentencesuiscéion of use. Yet another group
goes further by maintaining that the science of mmawill not advance until theorists
take into account the psychological questions of lpeople attain concepts and how
these relate to word meanings.

Semantics helps us to understand the nature olidaygg because it accounts for the
abnormalities experienced when reading Englisheseeis such as: “The chicken ate the
man” “My cat read English” and “A dress was walkitogthe door”. The abnormality in
each of the sentences above is not noticed inyittag because it adheres to the same
basic syntactic rule such as:

The Plate kicked the man

NP \Y NP
Subject predicator object

Hence, each of the sentence is grammatical.

Fromkin (et al) (2003) assert that one of the ingoar ways of representing semantic
properties is by use of semantic features. Thesdaxmal and notational devices that
indicate the presence or absence of semantic pirepday pluses (+) and minuses (-).
Words fulfil certain roles within the situation debed by the sentence. These have been
identified as Agents (subject), theme (object) anstrument (predicator). Further
functions of noun phrases in a sentence includgemancer, location, source, and goal,
among others. Look at the following:
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(1) Sade saw _a mosquito on the wall
Experiencer Theme Location

(2) She hit the mosquito with a stick
Agent Theme Instrumnen

(3) She handed the mosquito to Mary
Agent Theme Goal

3.2  Lexico-semantics

The main argument of the lexical semanticists & ththe word is an identifiable unit of
language, then, it must be possible to isolate r@ stable meaning that enables its
consistent use by a vast number of users in diftesguations. Linguists have attempted
to unravel meanings of lexical items based on tkemponential features. The task
involved is what is known as componential analysisch is a by-product of lexical
composition, i.e. the process of analyzing lexiealtures. Pioneered by Katz and Fodor
(1963), lexical semantics believes that words @&®othposable into primitive meanings
which can be represented by markers such as pluar(@ minus (-) matrices. For
instance, ‘spinster’ may have the following compuia features: +HUMAN,
+FEMALE, + MATURITY, +SINGLE (- married). Thus, wds can be broken down into
their distinctive semantic features in order tocdbg what they mean. Somebody doing
a stylistic analysis at the lexico-semantic levah aise the lexical features of a text to
describe how words are used to mean in the text.

3.3 Lexical Relations

Germane to the study of lexis is the semantic fiebry which holds that the meanings
represented in the lexicon are interrelated becthesecluster together to form fields of
meaning which in turn metamorphose to a larged faflentailment. This cycle continues
until the total language is encompassed. The igblexical relations is closely related to
the notion of semantic field. Lyons (197&@hd Leech (1981) view basic or primitive
semantic relations as synonymy, antonymy and hypgnyynonym refers to similarity

of meanings. This is the relationship between “gad “proceed.” Antonymy suggests
oppositeness. It also denotes converseness foretrersible relationships between
“husband” and “wife”, “male” and “female.” This isvhat Leech (1981: 102) calls

relative opposition. Hyponymy is the relation ofclusion. For instance, the word
“flower” will have the following co-hyponyms: rosehibiscus, pride of Barbados.

Similarly, the word “vehicle” has the following eglons: van, bus, car, lorry and its co-
hyponyms.

Writers or language users generally exploit theimwledge of lexical relations to enrich

their communication. Special effects can be cretdtsaligh the use of synonyms or near-
synonyms, antonyms, etc. With their presence, tacix achieve lexical cohesion as well
as elegant variations.
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3.4  Types of Words

In order to appreciate how words are used in g y&xt can also look at the nature of the
vocabulary contained in the text. At the level afcabulary, language offers its users
many choice possibilities. For example, a writesjpeaker can choose simple or difficult
words, concrete or abstract words, archaic or moderds, specific or general words. In
addition, when you encounter a text, you will dollvwe watch out for the instances of
compound words, blends, acronyms, coinages, anghs&Vherever they occur, these
types of words will have some stylistic motivatipasd it is your duty as a stylistic
analyst to unearth such stylistic motivations. Omyknow what acronyms are? Such
factors as topic/ subject- matter, purpose(s),i@pants (audience), situation/ context,
genres among others, will determine the types ofda/a particular language user
chooses.

3.5 Denotative and Connotative Meanings

Denotative meaning refers to the conceptual meawiragword. It is the plain or central

meaning of a word. It is this type of meaning tigteasily expressed in terms of
componential features. For example, the denotatiganing of “man” can be expressed
in terms of +HUMAN, + ADULT — FEMALE. The denotatvmeaning of a word is said

to be its literal, objective meaning.

In addition to the denotative meaning, a word mkp dave a connotative meaning.
Connotative meaning is a kind of additional, sugigespersonal or cultural meaning. If
we regard denotation as an objective meaning afral wconnotation can be regarded as a
subjective meaning. Connotatively, a woman candganded as a man, to suggest that
she has the attributes of a man. Connotation pdmtthe associative or figurative
dimension of word meanings. This feature is of ipalar significance in poetry, where
poets use words not only for their literal mearug also for what they suggest.

In addition to appealing to the connotative dimensdf word meaning, we should also
note the use of such figures of speech as metapé@onification, simile, hyperbole, etc.
You will learn more about some figures of speechniit 13.

3.6 Idiomatic Meaning

In describing language at the lexico-semantic leyeur knowledge of the idiomatic
meanings will be of relevance. Idioms are specallocations the meaning of which
cannot be determined from the meanings of the elsmthat make them up. The
meaning of an idiom has to be learnt as that ohdividual lexical item. Examples of
idioms are:

(a) to rain cats and dogs.

(b) to hold the bull by the horn.
(c) to let a sleeping dog lie.
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Do you know what these idioms mean? Note that dpam their literal contexts, words
can also have idiomatic contexts, and languagesusien exploit these when they
communicate. As you have leant, words have a wagpofbining with one another in a
text. The patterns of combination may be fixed reef When it is fixed, we have an
idiomatic expression.

4.0 CONCLUSION

The issue of meaning is a serious problem in liskigs; it has various dimensions. But as
elusive as it is, we still have to consider it mydinguistic analysis because meaning is
the core of any form of communication that relies language. One level at which
meaning is considered is the word level. Thisgaificant because words make up a text;
they constitute the basic unit of a text.

50 SUMMARY

A lexico-semantic analysis calls for the explicatiof word meanings in any text.
Specifically, issues relating to lexical relatiordimensions of meaning (denotative,
connotative, literal, figurative, idiomatic, etd)aild be focused on. Again, at this level,
you should note how a writer or speaker uses d@iffetypes of words like abstract,
concrete, simple, difficult, specific, general, awdon, to create meanings in a text. If we
understand the nature of words and their pattdroembination in a text, we will be able
to do a meaningful lexico-semantic analysis oftth.

6.0 TUTOR-MARKED ASSIGNMENT
(1) What does language description at the lexico-sambaviel entail?
(2) Undertake a lexico-semantic analysis of the follayvi

lyaloja Richly, richly, robe him richly
The cloth of honour ialari
Sanyanis the band of friendship
Boa-skin makes slippers of esteem.
(Death and the King’s Horeseman p. 17)

(3) Distinguish between denotation and connotation.
(4) What are lexical relations? Mention and explain sahthem.
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1.0 INTRODUCTION

One important level of linguistic analysis is thytactic level. At this level, just like any
other level of language description, significaritsinents of meaning can be made based
on the observation of the choices that a writedkpehas made, and, of course the genre
of literature or the peculiarities of the text imved.

2.0 OBJECTIVES
At the end of this unit, you should be able to:
(1 mention the grammatical elements relevant to aagyictanalysis of a text;
(i)  state the elements of the clause in English;
(i)  describe the structure of the nominal group in Bhgland
(iv)  carry out a stylistic analysis of the syntactictfeas of a text.

3.0 MAIN CONTENT

3.1  Units of Grammar

Language is a structural entity as its elementstead function in a hierarchical order.
Such units or elements include morpheme, word, gig@nrase), clause and sentence.
The morpheme is the smallest unit while the semtaadhe highest or the largest. In
order to do a stylistic analysis at the synta@iel, you should be familiar with the group
(or phrase), the clause and the sentence, amoagrelevant syntactic elements.
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3.2 The Group

A group or phrase is a stretch of grammaticallyeceht words without a subject and a
finite verb, unless it is a verbal group (i.e. abvphrase). This means that only the verbal
group or verb phrase can contain a finite verb. Sérgence below contains three groups:

“Helis walking/along the road.”

“He” is the subject, “is walking” is a verbal groypr verb phrase), “along the
road” is an adverbial group (you may also call prepositional phrase).

As you must have seen above, a group can cont@roomore words and it functions
like a single lexical item. In English, the nomirmgabup (i.e. noun phrase) has (M)H(Q)
structure. This means Modifier, Head, QualifiereThost important word in the group is
the “head”; the element that comes before the’héad’ modifier while the element that
comes after the “head” is a qualifier. Out of theet i.e. modifier, head and qualifier,
only the head is obligatory; hence (M) and (Q)@utin brackets in the notation.

Again, there can be more than one modifier befoee“head” just as there can be more
than one qualifier after the “head”.

Can you identify the head, the modifier(s) anddhbalifier(s) in each of the following?
(@) The beautiful girl

(b) A woman to watch

(c)  Aninfluential man to watch in our political circle

The verbal group (i.e. the verb phrase) is alsoontgmt. It may be a lexical verb alone or
an auxiliary plus a lexical verb. The underlinegpmssions are examples of the verbal

group:

(a) Bolawill goto school.
(b)  We should have bedhere.
(c)  We dancednerrily.

In doing a stylistic analysis at the syntactic leyeu will do well to pay a close attention
to the choices which a writer/speaker has madéetevel of group/phrase. With the
nominal group, for example, you may note the usenoflifiers and qualifiers with the
head-words and bring out the stylistic effectsuafis

3.3 The Clause

A clause is higher in rank than a group. It maydeéned as a group of grammatically
coherent words with a subject and a finite verbe Tunderlined expressions in the
following are examples:
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(@) They lefiwhen we did not expect
(b)  Unless you guide him/he won’t know what to do.

A clause that can stand as a sentence is called anandependent clause e.g. the first
clause of our example (a) and the second clauseroéxample (b). On the other hand, a
clause that cannot stand on its own is regardeddependent or subordinate clause e.g.
the second clause of example (a) and the firstselafi example (b). In addition, we can
have noun clause, adjectival clause and adverlaiate. Look at these examples:

(@) ldon’t know what he mean@oun clause)
(b)  Those who like uare many. (adjectival clause)
(c) When he camee saw him. (adverbial clause)

You should note that although we have said thdaase should contain a finite verb, the
verb may be omitted in some instances to give ust wie call verbless clauses. Consider
this: “If possible let the man leave now.” A form of the verb “b@gether with “it” is
omitted here. The full form is “If it is possihleet the man leave now.” This omission is a
case of grammatical ellipsis.

Furthermore, note the following elements of theusé& Subject (S), Predicator (P),
Object (O), Complement (C) and Adjunct (A). Looklais example:

S P O C A
Many people / are painting / their houses itevid these days./

You also need to note these:

. The predicator is the only element, which is a y@rkase.

. The subject normally precedes the predicator (imoamal sentence in the
indicative mood).

. The object is closely tied to the predicator imtsrof meaning and it denotes the
person or thing most intimately affected by theacbr state, etc denoted by the
predicator.

. The complement can look superficially like an objédmth can be NPs). But in

terms of meaning, it provides a definition or cluéeazation of the subject or
object. Objects and complements normally follow phedicator.

. If there is both an_objecand a_complementn the clause, normally the
complement follows the object, e.g.
S P O C
. / John /called /Mary / a fool./
. Adjunct fills out the clause by adding extra ciratamtial information of various
kinds, which may relate to time, location, speakattitude e.t.c.
. There is no fixed number of adjuncts that can oatwr clause. In this wise, they

are like modifiers in the nominal group.
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(Adjuncts are the most mobile element of the clause

. There are two kinds of objects: direct object (@ddl indirect object (O).

. There are also two kinds of complement: subject gtement(Cs) and_object
complemen{Co). Consider these.

S P Cs
(1) Hel/ was / a great statesman./
S P O Co

(2) They/ regarded / him / a grdeatesman

A careful study of the arrangement of the elemearitthe clause can illuminate your
stylistic analysis. A writer or speaker can devifitem the normal order to create
foregrounding e.g.

A S P S P A
“Here / he/ comes” instead of “He /comésre.”

Can you explain the stylistic importance of thatfgrounding?

3.4 The Sentence

The sentence is the highest or the largest of thengpatical units mentioned at the
beginning of this unit. But the difference betweka clause and the sentence is a matter
of degree rather than kind. Simply put, a sentaace group of grammatically related
words that expresses a complete thought.

Both structural and functional criteria are takewtoi consideration in classifying

sentences. Structurally, we can have simple, comghogomplex and compound —
complex sentences. In functional terms, we havén sentence types as declarative,
interrogative, imperative, exclamatory, requesiadFout examples of these functional
sentence categories and examine closely theisstylialues.

When a sentence makes one statement and contanBnde verb, it is said to be a
simple sentence e.q.:

(1) The consultants at the University College Htad@re resourceful.

(2) The University College Hospital is a pacesdtidertiary health.

When a sentence makes at least two statementscgnéains at least two finite verbs)
and the two ideas/statements made are of equalsstie sentence is said to be
compound e.g.
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(3) The consultants at the University College Hiadpare resourceful
and they enjoy regular refresher courses.

But if the two ideas/statements are linked in saclay that one is subordinate to the
other, then we have a complex sentence. See thm@E&:

(4) The consultants at the University College Htapare resourceful
because they enjoy regular refresher courses.

A compound-complex sentence combines the featurdmth compound and complex
sentences. This is an illustration:

(5) The consultants at the University College Htapare resourceful
because they enjoy regular refresher courses andube modern
equipment.

The sentence types that we have discussed hawve diiyéistic significance. Simple
sentences are used to create emphasis, compourdanare deployed for balancing of
ideas, while complex sentences express dependelationships e.g. cause and effect. A
writer/speaker who intends to blend balanced idgds dependency relation at a stretch
will use a compound-complex sentence.

Self-Assessment Exercise
Give three examples each of simple, compound angpEx sentences.

3.5 Some other Syntactic Features

What we have implied in our discussion in this ugithat your stylistic analysis of the

syntactic features of a text should include thecdpson of the group, the clause and the
sentence. But in addition to this, there are oflyatactic tactics that a writer or speaker
can engage in. Such syntactic tactics include stljpparallelism (i.e. repetition of a

grammatical structure), references and other gramahdies such as co-ordination and
subordination. You will learn more about this initu® which deals with cohesion and

coherence.

3.6  The Notion of Rankshifting

The units of grammar mentioned in 3.1 exhibit ardmehical order. The order is also
called the English rank scale. It could be viewexif the ascending order perspective or
the descending order perspective. “A unit of a arglank”, as Tomori (1977: 47) puts it
“may rank shift, that is, go one or more places ddhe scale to function in the next
lower unit”. In the tradition of American linguisg, Tomori notes that the rankshifting
phenomenon is referred to as “down-grading”. The wumits of grammar that could
rankshift are the group and the clause. The NatiGnaup for instance, can rankshift in
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the Adverbial Group. Farinde and Ojo (2000: 49 ) B@mize five manifestations of
rankshift:
(1) Clause can rankshift to operate at ‘q’ (qualifierthe nominal group structure
e.g. The man (who drove the car) has run away.
(2) Clause can rankshift to operate as a whole nongirmalp (either at the subject
position or the complement position) e.g. (whoestble meat) is still unknown.
He liked (what she gave him).
(3) Adverbial group can rankshift to operate at ‘q’ dtifier) in the nominal group
structure e.g.

The tree (by the roadside) will soon fall.

(4) Nominal group can rankshift to operate as compdeitiva prepositional headed
adverbial group e.g.

The boy in (the class)) is sleeping.

(5) Nominal group can rankshift as deictic in the ncahggroup structure. e.g.
(The Vice-Chancellor’s) office has been renovated.

3.7 The Grammatical Category of Voice

Voice as a grammatical category in relation to Wesbal Group relates to whether the
subject acts or is acted upon. Voice in this sex@sebe active or passive. When it is
active, the subject of the verb acts. Examples are:

(1) Mary killed a goat.
(2)  John saw the boy.

In (1) above, Mary (the subject) performed the actiwhile in (2) John (the subject)
performed the action. Can you identify the entibeswhich the actions were performed?
What do we call the entity on which an action isf@ened?

In the passive voice, the action is performed @nsthibject. We can turn the examples (1)
and (2) above into passive as follows:

(3) A goat was killed by Mary.
(4) The boy was seen by John.

There are two types of passive: agented passiveagedt- less passive. In the agented
passive, the agent of the action is indicateds ihiroduced by the preposition “by”. Our
examples (3) and (4) show agented passive. Witlagleat- less passive, the agent is not
indicated. Look at the following:

(5) A goat was killed.
(6) The boy was seen.

51



In a text, a writer or speaker can choose betwetwneaand passive voice and when this
is the case, you should be able to explain thésstykffect. The choice may relate to the
desire to express thematic meaning- that is, a efayrganizing a message to indicate
focus and/ or emphasis. This explains the diffeeandhe information structure between:
(7)  John saw the boy (active)
And
(8) The boy was seen by John (passive).

The difference is illustrated below:

Theme Rheme
John saw the boy
The boy was seen by John

The theme indicates the “GIVEN” (i.e. what is attgknown) while the rheme states the
“NEW” (i.e. the new information). The active fornf the sentence above can be taken as
an answer to the question: “Whom did John see?”drRaper that in Chomsky’s (1965)
Aspectsmodel of Transformal-Generative Grammar, both dletve and the passive
forms of a sentence are said to have the samedtegpure (i.e. meaning) despite their
different surface structures, because transformatosaid to be meaning- preserving.
However, in the Extended Standard Theory (EST)hef grammar, a review of the
Aspectsmodel, there is the realization that the surfaitecture has some input into
semantic determination; hence, transformation may altogether be meaning-
preserving.

40 CONCLUSION

Stylistic analysis at the syntactic level calls fogood understanding of the grammatical
units of group, clause and sentence and how thagtin in a text. In other words, the
ability to identify the units of grammar is not e, one should be able to describe the
stylistic significance of the units.

5.0 SUMMARY

What we have demonstrated, so far, are the gesgmgdctic features that can be looked
at in a text. However, the deployment of the feegunay not be exactly the same across
the different genres of literature and non-literaexts. For example, while sentence

description may be productive in the analysis afsprfiction, it may not be in poetry.
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Therefore, it is important for you to be familiaitlvthe form and the register of each text
you study. You will learn more about register latethis course.

6.0 TUTOR-MARKED ASSIGNMENT
(1) What are the grammatical units relevant to a giglianalysis at the
syntactic level?
(2) Mention and explain the elements of the Englishista
(3) What is the structure of the English Nominal Group?
(4) Undertake a stylistic analysis of the syntactiddess of any text of your
choice.
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1.0 INTRODUCTION

When we speak or write, we often use certain dsvioecreate unity and relevance in
what we communicate. When we talk of cohesion anHdemnce in a piece of

communication, we refer to the phenomenon of aahgeunity and relevance. This is

our focus in this unit. Both cohesion and cohereareeessential features of a text which
define its textuality and relevance or meaningfafne

2.0 OBJECTIVES

At the end of this unit, you should be able to:

0] define cohesion and coherence;

(i)  identify cohesive ties in texts; and

(i)  analyse a text from the point of view offesion and coherence.

3.0 MAIN CONTENT

3.1  Meanings of Cohesion and Coherence

As observed by scholars (Quirk et al, 1985; St28@1; Osisanwo, 2003), coherence has
to do with sense. Therefore, when a text or dissmunakes sense to a reader, the text is
said to have coherence. Cohesion- from the Latindwor ‘sticking together (Stern.
2001:51) — is a term in functional grammar thatatet to how texts (words and
sentences) are held together lexically and grancaiftias a whole. A text that lacks
cohesion will be fragmented and disjointed. Thdofeing examples can be used to
illustrate cohesion and coherence:

() Mummy beat John. John had come home late, (cohbu¢mot cohesive).
(i) Mummy beat John because he had come home lat&gf@gerand coherent).
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Notice that the conjunction, “because”, and thenptm, “he” are the cohesive devices in
sentence (ii) above. Both are known as the conymcbhesion and referential cohesion
respectively.

(iii)
(iv)

3.2

Mummy beat John because America is a developedtgoueohesive but not
coherent).
Mummy beat John. America is a developed countrgt (@ohesive and not
coherent).

Methods of Achieving Cohesion in Discourse

There are five ways of giving a text cohesion. ugffirst illustrate each of them before
embarking on a detailed discussion.

1.

2.

2.

Referential Cohesion “I met with Samuel and he asked me to pay himsd.V
(‘He’ refers to Samuel).

Conjunctive Cohesion “I saw him when | arrived.” (‘When’ is a conjumma
device).

Elliptical Cohesion: “She prayed and slept.” (‘She’ is left unsaidtire second
clause).

Substitutive Cohesion “Would you like a cup of tea? Yes, I'd like ah€'One’
replacesa cup of tea’)

Lexical Cohesion We all drank wateafter eatinga good meal(Drink and water
collocate just as eaind megl

Cohesion through parallelism: This obtains wheryratagctic structure/ pattern is
repeated.

Referential cohesionmeans using pronouns or determiners to refer tdiiogvn
nouns in a text. Backward referencing is known aaphoric reference while
forward referencing is called cataphoric referenke.the following text the
instances of each referential cohesion are uneeklin

(@) Janéhad permanent booking at the Star Theatre butlsb&led not to go
today, (‘she” refers anaphorically to Jane).

(b)  After several years, as slapproached another renewal of heyws,
Melissawas called to an interview with a visiting Frerutest, (‘she’ and
‘her’ refer cataphorically to Melissa).

Conjunctive cohesion:This comprises the use of core conjunctions, bhlgica

involving the three coordinators, “AND”, “BUT”. “ORand conjuncts which are of
various kinds.
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For example:

(1 In the Ancient society, the people gathered togeihehe arena andhade laws
that guided the land.

(i)  There are laws guiding the conduct of people insthaety, bupeople break them
in their propensity.

(i)  Where people lived their wills; they have the cledia obey the law direak it.

In the examples above, the underlined linguisemi or coordinating conjunctions are
used cohesively.

3. Elliptical cohesion

Ellipsis denotes a kind of substitution by zerodé#als with the omission of word(s)

while, simultaneously, relying on the readers’ nsind deduce and fill in the missing bits
from what they have read (or heard before). Itsisduin discourse to avoid repetition and
redundancy. In the following text, the words angbressions you can omit are in the
brackets.

(@) Tina looked back and (she) saw her pareisy vere very happy, and she
was (happy) as well. They were strolling along a&t& was (strolling
along) too. Do you think they got there on time,Yledo. (think they got
there on time).

Ellipsis can be realized at different clausal/setié levels. Examples include:

(b) Mary prayed and slept. (The subject “Mary” eBipted in the second
clause).

(c)  The rich are getting richer; the poor, popfellipsis at the verbal level “are
getting”).

(d) He promised to be there yesterday and he (edlfosis at the adverbial
level “there yesterday” is left unsaid in the setatause).

4.  Substitution
This denotes replacing a linguistic item with amoth-or example:

Would you like a cup of coffee?
Yes, I'd like one
(‘one’ replaces ‘a cup of coffee’).

5. Lexical cohesion

Lexical cohesion means using words to achieve unitytext. There are four varieties of
lexical cohesion:
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(@) Repetition (repeating the same word or words): Plplay, play. that's all you

seem to do.
(b)  Synonymy (using words with similar meanings): | saw thiggedog. You know,
really huge.

(c) Antonymy (using words with opposite meanings): Get edudatédu can’t
always stay ignorant

(d) Collocation (using words that go with each other): My frieddl me a great
favourlast week. Would you like a cup of coffedlo, I'd prefer tea

6. Parallelism (this is repeating the same syntactic patterntgira). Examples are:

(1) “I came, | saw, | conquered”. Here, the SP (8cib Predicator) pattern is
repeated.

(2) “United we stand, divided we fall.” Here, CSEofmplement, Subject,
Predicator) pattern is repeated.

Self-Assessment Exercise
Explain the parallelism in “To err is human, todve is divine.”

3.3 Coherence in Discourse

Coherence manifests in discourse by the extentiohaa particular instance of language
use matches a shared knowledge of conventionshasatallocutionary acts are related to

form large units of discourse (Widdowson, 1978)likincohesion which is regarded as a
linguistic means of establishing connectivity asraentences or utterances by what
Widdowson refers to as formal syntactic and semasitjnals, that is, cohesive ties,

coherence establishes some relationship betweerantes through an interpretation of
illocutionary acts. The following constructed corsagion explains the manifestations of

coherence in discourse.

A: | have put the broom in the living room.
B: I'm eating my food.
A: Okay.

The above-constructed discourse can be interprgged-vis the social conventions of
interaction which are identified as follows:

A requests B to perform an action.
B states the reason why he cannot comply.
A undertakes to perform the action.

It is very obvious that there are no cohesive festf utterance in the discourse featured
above, hence, its not being analyzable from thepaetive of cohesion. The cues needed
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to identify coherence in a discourse are conveati@tructure of interaction and the
knowledge of the world.

3.3 Stylistic Values of Cohesion and Coherence

Both cohesion and coherence constitute part offehtures of textuality which a text
must possess to be defined as a communicative.atk are stylistically valuable to
the text as they assist it (the text) to exhibgidal consistency and clarity such as can
enable the readers have a good grasp of it. Cotemtounts for the meaningfulness or
relevance of a text, while cohesion defines thetedity of a text.

40 CONCLUSION

In conclusion, we should note that while coheretheals with sense, cohesion relates to
unity. The concept of sense relates to the notiome&aningfulness or relevance. When
we communicate, we create certain lexical and graneal ties that bind our writing or
speech together. Any piece of communication thddgsecal will be coherent. So watch
for logicality in any piece of text you analyselstjycally.

50 SUMMARY

In order to undertake an effective stylistic aneslysf any text you must pay attention to
cohesion and coherence in the text. In doing s must have a good knowledge of the
context of the text as well as its lexical and gmaatical features. Creating relevance and
unity in our texts makes communication more mednirend logical.

6.0 TUTOR-MARKED ASSIGNMENT

(1) What do you understand by cohesion and cohefenc

(2)  Analyse the following passage in terms of gle&sion and coherence.

Akpan: Do you mind a piece of advice?

Udoh: | don’t mind any.

Akpan: Are you listening?

Udoh: Yes, | am.

Akpan: The only solution to the problem is National Geneince. | said that because
every group would say its mind and give its comditand terms for staying

together. (Osisanwo, 2003: 30).
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1.0 INTRODUCTION

Foregrounding is a popular concept in stylistispeially in the analysis of the language
of poetry. It was Garvin, according to Wales (1980 introduced the term in 1964 to
translate the Prague School’s “aktualisace” whitgndlly means “actualization” (p. 182).
Foregrounding is now a popular notion in the stafigtylistics generally.

2.0 OBJECTIVES

At the end of this unit, you should be able to:

(@) define the concept of foregrounding;

(b)  explain the stylistic importance of foregroundiagg
(c) identify foregrounding in texts.

3.0 MAIN CONTENT

3.1 Meaning of Foregrounding

Foregrounding refers to the concept of making aefesatures prominent in a text. Some
linguistic features can be made prominent for speeffects against the background
features in a text. Scholars have examined the teymsed in the literary enterprise as
being for purely aesthetic exploitation of languagech has the aim of making what is
familiar unfamiliar in order to attract attentiofhe concept of deviation is closely related
to that of foregrounding in that what is foregroadds made to deviate from the familiar
pattern.

Also, when the content of a text has deviated ftbennorms of language use, then we
can say that a style is being carved out. In thecess of determining the area of
deviation in the study of stylisticene has to identify the different highlighted agpec
that have been made prominent. Thus, foregroundinglated to the notion of deviation
and it provides the basis for a reader’'s recogmitd style. As Halliday (1994) says,
foregrounding is prominence that is motivated. e defines prominence as the general
name for the phenomenon of linguistic highlightsewdby some linguistic features stand
out in some way. Thus, to Halliday, a feature tisabrought into prominence will be
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foregrounded only if it relates to the meaning bE twhole text. He posits that
foregrounding can be qualitative i.e. deviationnfrthe language code, or quantitative,
deviation from the expected frequency.

The purpose of foregrounding, linguistic or norglimstic, is to add an unusual and
unique idea, to the language. Thus, foregroundarmgrmanifest in various ways in a text.
These include unusual capitalization, italicizatibonld words, contractions, underlining,
picture/art works and so on. We can say that the afsthese foregrounding devices
creates some visual imagery which adds to the manility of a text.

3.2 Two Main Types of Foregrounding

According to Wales (1989: 182), foregrounding candthieved in a variety of ways
usually grouped into two main types: deviation aggktition, that is, “paradigmatic” and
“syntagmatic foregrounding.” Wales explains furtlieat deviations are violations of
linguistic norms, e.g. grammatical/semantic normsfange metaphors, similes or
collocations that are deployed to achieve spedi@ces in a text, especially poetry,
amount to foregrounding. Consider, for examples¢hnes from Okara’s “New Year’s
Eve Midnight:

“A year is born.”
“And my heart-bell is ringing.”

Here, a year is said to be born and a bell is tgaliet ringing in the poet’s heart!

Repetition is also said to be a kind of deviatisntdlouts the “normal rules of usage by
over-frequency” (Wales, 1989: 182). Repetition ofisds or syntactic patterns have the
tendency to strike the readers as uncommon andblthengage their attention. Such a
device is seen at work in Senghor’'s poem: “I wilbpounce your name.” See the first
line of the poem:

“I will pronounce your name, Naett, | will declaipou, Naett!
Lines two, three and four of the poem also contwtiik this form of foregrounding:

“Naett, your name is mild like cinnamon, it is tlragrance in which
the lemon grove sleeps,
Naett, your name is the sugared clarity of bloondafiee trees.”

As Wales hints, what is or is not foregrounded rbaydifficult to determine in some
contexts since the elements of subjectivity maybetuled out. When this seems to be
the case, Wales advises the students of stylertsider the “significance or effect of the
foregrounded items...” (p. 183). Thus, we have tdbggond mere identification of the
foregrounded elements and proceed to the levdileaif effects.
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40 CONCLUSION

In conclusion, foregrounding is stylistically sigoant in literary texts, especially poetry,
but it is not limited to literary texts. Other texduch as advertisements, postals, obituary
notices, etc. may also deploy foregrounding to teresome effects. Any text that
successfully deploys foregrounding becomes muitiiséc or, multi-vocal, and its
interpretation will call for a pluralistic approach

50 SUMMARY

In this unit, we have been able to point out theigtion and repetition are important
means of achieving foregrounding. As students yifssics, we need to go beyond mere
recognition of foregrounded elements to consideirtitylistic significance in a text.
When an item is made prominent in a text by foragding it, the author wants to draw
our attention to its significance.

6.0 TUTOR-MARKED ASSIGNMENT

(1) Whatis foregrounding?

(2) Identify and discuss the foregrounded items inféilewing:
(@) Thisis 9ja talk, my mobile line.
(b) Please note that lectua¢tendanceis compulsory if you want to pass.
(c) Letus unravel the meaning of Lilliput in GulliverTravelstogether.
(d) OnJUNE 12 | stand.
(e) Read youBible and pray everyday.

(3) What do you think is the importance of foregroumgiim any text?

7.0 REFERENCES/FURTHER READING
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1.0 INTRODUCTION

When we talk about the “genres” lierature, we refer to typologies of creative gt
based on form, outlook, structure and, to an exfampose. This invariably means that
literature has different kinds, despite the faett th has to do with inventive, imaginative
writing. It is acommon practice to classify literature into threaimgenres, namely:
prose-fiction, poetry and drama. In this unit, wkalk look at the three main
classifications, namely prose, poetry and dranralation to stylistics.

2.0 OBJECTIVES

At the end of this unit, you should be able to:

0] identify the three basic forms of literature;

(i)  describe the features of each of the three baswsfof literature;
(i)  mention some types of drama; and

(iv)  explain some types/forms of poetry.

3.1 Prose-Fiction

Among the genres of literature, prose-fiction i tbne that most resembles our
conventional, everyday kind of story telling adyviA writer of prose-fiction basically
narrates a story in a continuous form as any tefefolktales, or any narrator of an
exciting event or episode would.

The main instrument for presenting prose-fictiomasration and the person who writes
the prose work may be the narrator of the stollingethe readers (the audience) what
happened, to whom, why it happened and at what tinm@ppened. Prose-fiction is
arguably the commonest and most patronized fortitephture in the modern world. But
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it shares a lot with the story traditions of theciant world which comes in the form of
myths, parables, romances, fables, folktales aetd,which are all also narrative in form.

Prose-fiction is made up of the novel, the novalta the short story, all of which are
narrative in form. The commonest among the formgrose fiction is the novel, which is
also the lengthiest of the three. Palmer defines i “compact, coherent (and) unified
fictitious prose narrative having a beginning, addhe and an end” (Palmer, 1986:1).
Palmer goes ahead to say that the novel deploysrialatand information in such a way
as to give the image of coherence, continuity ahdleness, and with certain tensions.

Interestingly, the novel is the newest among tkerdry forms, coming into life after
poetry and drama had become established literaryege Though there have been
arguments that the novel existed in several foormshe English, Italian, Greek and
Roman literary traditions before the eighteenthtwsn critics have cited Daniel Defoe’s
Robinson Cruso¢1919) as the world’s first novel. The novel hasvgn from those
humble beginnings characterized by uncertainty éoome the world’s most popular
literary form today. The essential distinguishiragtbr between thaovel, the novella
and theshort story has to do with length/volume. Timvelis basically longer than the
novella, while the short story is the shortest thef threeThe novella,a subgenre of
prose-fiction, is a very difficult form to describghorter than the novel and longer than
the short story.

From the above view, it is clear that the novedlaloser to the novel than the short story.
Like the novel, the novella tries to capture lifelaexperiences in some detail, even if this
chronicle ends up being shorter than the novés. hore difficult to distinguish between
the novel and the novella than between the shory stind the novella. That is why the
novella is a much restricted form of literaturejnigerepresented by a small body of
output. Famous examples of the novella form includseph Conrad'HHeart of
DarknessHenry JamesThe Turn of the Screand Alex La Guma’#& Walk in the Night.

The short story has been described as the form of prose-fictionclvimarrates
fundamentally, just one event, or an aspect ofevsat, making an immediate impact on
its reader in the process. Millet sees the shanysas an imaginative “account of a
happening” (1950: 8). For Millet, “the short stamnds to focus attention on not more
than a single central character” (1950: 8). Thertshtory became a much patronized
literary form in the apartheid South Africa becatls® South African chaotic and volatile
environment of the fascist regime provided writke Lewis Nkosi, Bloke Modiasane,
Ezekiel Mphalele, etc, with neither the rest of dhinor the peaceful atmosphere to
indulge in anything longer.

3.2 Poetry
We often say that literature provides its writethvda medium to pour out his emotions
and feelings. No other genre diferature can help thewriter achieve this more
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effectively and more convincingly than the poetcni. Good poetry has always been
said to come from the soul and not the head, beciualks about very strong feelings
coming from the inspired mind which may not fincoper and appropriate expressions
under ordinary, less inspired situations. In hi®mfguoted description of poetry which
appears in the Preface to the Lyrical Ballads, il Wordsworth sees good poetry as
“the spontaneous overflow of powerful feelings” astlong “emotion recollected in
tranquility” (Abrams, 1981; 1 15). Consider a sttaa where a woman sings a song of
lament on the occasion of her dead husband’s funéfale Soyinka writes the poems
that gave birth to the collectioh Shuttle in the Crypwith a tortured mind filled with the
anger, pain and bitterness of incarceration dutiegNigerian-Biafran war.

Language is the most distinctive factor in the ofdrm, it is dense and concentrated,
supercharged with meanings (Chace and Collier, :1983). For Chace and Collier, the
main characteristics of poetry are verse, sound] aompression of statements.
Moreover, for Chace and Collier the careful andemigus manipulation of the lines of a
poetic rendition, taking into consideration the eeté of the combination of and
systematic variation in the flow of sound, and téstriction of the amount of words to
the fewest possible, guarantees good poetry.

We have different forms of poetry. Tkeicis one of the oldest poetic forms which dates
back to the earliest periods of the pre-literateystelling world. An epic is a poem that
tells a long story about the great deeds of a gnelatidual or group of individuals at one
point or the other in the process of their develeptmas a people. Abrams defines the
epic as a heroic poem that is long and narrativeatare, which deals with a “great and
serious subject, related in an elevated style,camtted on a heroic or quasi-divine figure
whose actions depends on the fate of a tribe, imamatr the human race” (1981: 50).
Examples of the epic are Homellmd and OdysseyVirgil's Latin poem, The Aeneid,
John Milton’s Paradise Lostthe Anglo-Saxon poerBeowulf,etc. In Africa, we also
know about the existence of certain well-receivgric® Daniel Biebuyck and K,
Mateene have translated and transcribéeé Mwindo Epicof the old Zairean people;
D.T. Niane has done the sameSandiata:An Epic of Old Mali, while J.P Clark has
done likewise for the ljaw of Nigeria wiffhe Ozidi Saga.

Theelegyis a poem that is used to lament the death of sopeAbrams defines it as “a
formal and sustained lament (and usually consalatior the death of a particular
person”. The dirge, like the elegy, is also a pagrtament that “expresses grief on the
occasion of someone’s death, but differs from tlegyein that it is short or less formal,
and is usually represented as a text to be surd®1(147). There is also thgrical poem,

a type of poem that is sung and/or accompanied®&ylaying of musical instrument, at
least in its original Greek form. The lyric has wroand developed to embrace other
descriptions in more modern periods. Examples a¢dy poetry include John Kea@®de

to Autumn,Matthew Arnold’s Dover Beach,Kofi Awoonor's Songs of SorrowJ].P.
Clark’s Agbor Dancergtc.
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Other kinds of poetry includganegyric poetry (a kind of poem that sings the praise of a
person or thing), occasional poetry (a poem thatrigen to mark a special occasion), a
sonnet(a fourteen-line poem divided into the octave (fing eight lines and the sestet
(the last six lines). The knowledge of the diffaréorms and traditions of poetry is
necessary to carry out a stylistic analysis of goet

3.3 Drama

Drama is the most presentational of the three geofditerature. This is because while
other forms of literature are essentially desighedonvey their messages in words,
drama is designed to present its statements inmeioation of action and words. In
drama, characters assume life and act out the sfotlye play. This is why drama has
been variously described as the genre of literatme is closest to life and that has the
most immediate impact on the audience. The closeoes feels when one sees a story
unfolds in one’s very presence, or performed by dwurpeings like oneself is definitely
greater than what one feels when one reads the stanyein black and white. Even when
plays are written in black and white, they are ta&nt with the intention of being
eventually presented on stage. A play is theredonerk for an audience which gives its
spectators a close feeling that they are part @ftwehhappening on stage.

The dramatic form of literature basically has thbeead subgenres, namelyagedy,
comedy and tragi-comedy.There is a vast array of other forms associateth wie
fundamental ones listed above.

Ordinarily speaking, @ragic story should be one that ends so sadly that theacel
cannot help but feel pity for the characters, foe tmisfortune they have suffered.
Tragedy, then, is a representation of an actiort thaworthy of serious attention,
complete in itself, and of some amplitude; in laage enriched by variety of artistic
devices appropriate to the several parts of thg; pieesented in the form of action, not
narration; by means of pity and fear, bringing dhbie purgation of such emotion (see
Dasylva 2004: 26).

For Aristotle, tragedy does not begin and end atdoa story that concludes on a sad
note. In addition to the above, it must be theystar how an elevated member of the
society falls from grace to grass, ends up in shdumiliation or even death because of
a combination of his behavioural shortcomings f{tralaws) and the influence of
supernatural forces. For Aristotle, a person whoisdistinguished in the society cannot
be a tragic hero, because his tragedy cannot aeyos$ignificance to the human society.

The tragicomic subgenre of drama was popularized by the prolifid axtravagantly
talented English dramatist and playwright, WilliaZéhakespeare, who is also widely
reputed as one of the world’s greatest literaryrigg of all time.

A comic play is a dramatic presentation that not only esda light-hearted note with no
serious misfortune such as hurt and death to therroharacters, but is also designed to
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create and involve humour. In spite of the fact tamedy has been thought to have no
social function, it has been proved that the coptay can teach moral lessons and make
concrete sociopolitical and economic statements.

Just as the knowledge of the forms and traditidnmoetry is essential in order to analyse
a poem meaningfully, the knowledge of the forms #madlitions of drama is equally
important to do a good stylistic analysis of a dafimpiece. Again, you need to note that
pragmatic stylistics is very relevant to a stytistinalysis of drama because drama relies
on actions.

4.0 CONCLUSION

In this unit, we have examined the three basic $owoh literature: prose, poetry and
drama. While each type has its own peculiarities, yeed to note that the features of one
may be borrowed into another. For example, therg b®a poetic prose or a dramatic
poetry. The presence of some of the features ofgamge of literature (i.e. form) in
another signals what is called intertextuality.

50 SUMMARY

Apart from the message it contains, literaturatsnhree basic forms, is significant for its
methods of expression — hence, the emphasis olartigeage of literature. The two i.e.
message and language should form the focus of Ististyanalysis of any piece of

literature, be it prose, poetry or drama. We stallsit each of the three basic forms of
literature as we progress in this course.

6.0 TUTOR-MARKED ASSIGNMENT

(1) What are the three basic forms of literature? Givexample of each.
(2) Describe the basic features of each form of liteeat

(3) Mention and explain some types of drama.

(4) Explain at least two types/forms of poetry, givaggpropriate examples.
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1.0 INTRODUCTION

Prose fiction is one of the three divisions ofrhiteire and it is regarded as the most
accessible of all the three genres. The term piosaore often equated with the novel.
This may not be wrong, but it is not entirely catreProse may refer to all works of
imagination not patterned in the verse form. Gdherprose fiction is literature in the
narrative form.

2.0 OBJECTIVES

At the end of this unit, you should be able to:

(1 define prose fiction;

(i) identify the major elements of prose fiction; and

(i)  carry out an analysis of a prose text, in termigsofignificant elements.

3.0 MAIN CONTENT

3.1 Definition of Prose Fiction

A prose work is any written story of a considerdelegth which consists of paragraphs
and chapters. The story narrated can be real ayimed. If real, then the story is said to
be factual, (that is, non-fiction) If imagined, th®ry is said to be fictional. Prose fiction
subsumes (i) the short story (ii) the novelettesbort novel (some people prefer the
Italian name, novella) and (iii) the full-lengthwed.

Of all the three forms of prose fiction, the shsidry is the shortest in length. Apart from
this, it shares all the essential elements of therdwo that are longer in length.

3.2  Elements of Prose Fiction

The following are the important elements of prasgdn as a genre of literature:

(a) characters and characterization (b) plot (¢iirge (d) theme (e) point of view (e)
conflict (g) language.
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(@) Characters and Characterization

Characters are the agents of actions while charzaten refers to the method of
projecting the characters. There are two broadstyecharacters in a narrative fiction:
(i) flat character and (ii) round character.

A flat character is created around a single ideguality. He is very easy to describe as
he is simple in thoughts and actions. He/she doéstmange in the course of the story.
Unlike the flat character, a round character is glem in thoughts and actions and so
cannot be described as easily as the flat charddtex human beings in real life, he

cannot be predicted with a high degree of accuracy.

Characters may be portrayed either by telling oshgwing. By telling, the author tells
us everything about the characters but by showimg,author allows the characters to
interact and by that we know them, through whay tthe and say as well as what others
say about them.

(b)  Plot

This is the ordering of the events in a novel tasathe achievement of a particular
effect. The plot means more than the story. Itl$® @ahe way the story is ordered and
rendered. The plot of a story may be chronologigatimes, a story may be dislocated in
time order. The technique of flashback dislocatests in terms of time.

(c) Setting

This refers to where and when the activities ingtugy take place. It is not limited to the
physical environment only; it includes the socimtemstances i.e. the atmosphere and
the time the action occurs. For example, Achebiigs Fall Apartis set in the
traditional Igbo society of Nigeria, at the timeriShanity was making its way into the
society.

(d) Theme

The theme of a work is the philosophical underpigrof the work and it is deduced from
the subject matter. One of the themes of Achelisgs Fall Apart for example, is
culture conflict. Okonkwo, the hero, is caught upthe conflict and because of his
rigidity, he does not survive it.

(e) Point of View
This is the perspective from which the action, ytand characters get revealed to the
reader. The point of view of a work can be:

() First person: Here, the narrator is usually one of the characéad usually the

chief character and through his eyes we see thetewe the story: The signal
word here is the use of the pronoun “I". For examplharles DickensGreat
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Expectationss written from the eyes of Pip, the major characiérough his
eyes, we see his life and that of other charaateise novel.

(i) Third person point of view: Here we see the work from the point of view of
the author who acts as the omnisciermatar Like God, he is the creator of
the characters and so sees their thoughts andutelgny they do what they do.
For example, Elechi Amadi’s novd@he Concubinés written from this point of
view. In addition, there can also be multiple psimf view. This is seen in
Ngugu’'sA Grain of Wheat and Petals of Blaodou will learn more about point
of view later in this course, especially in unitdrd 18.

)] Conflict

Conflict is the backbone of the plot in a proseidic. It is the moving force and it holds
the plot tightly together. Conflicts arise when tfayces pull the opposite ways. The
conflicts could be either internal or externalisltinternal if it concerns inner emotional
struggle like the urge in a person to want to dbezigood or bad and without a firm grip
on which of the two to hold on to. If it is extetnd is inter-personal, involving two or
more people and opposing forces. Elechi Amatiis Concubineontains a lot of inter-
personal conflicts.

(g0 Language

This is the most important element of prose. largguage that gives expression to other
elements of prose. In looking at the language afs@r there are two important

dimensions: the authorial language and the langoglee characters in the story. One
important means of characterisation is the languadpch the author makes the

characters to speak.

4.0 CONCLUSION

Prose fiction is characterized by such elementshasacters and characterisation, plot,
theme, setting, point of view, conflict and langea@ut of all the elements of prose,
language is the most important because it is thrdagguage that other elements come
into life.

50 SUMMARY

In order to do a good stylistic analysis of a préisgon, it is necessary to be familiar
with the essential elements of prose. While thenelgs may also be present in the other
forms of literature, they will have different sifjoance. But you should remember that
one form of literature may be borrowed into anoth&ihen this happens, we have a
feature of intertextuality — i.e. the tendency @ést to repeat another text.

70



6.0 TUTOR-MARKED ASSIGNMENT

(1 What is prose fiction?

(i) Identify the major elements of prose fiction.

(i)  Analyse any prose fiction of your choice in termigi®elements.

7.0 REFERENCES/FURTHER READING
Kehinde, A. (2003). “Character and Characterizatioprose fiction”. In Oyeleye L. and
Olateju M. (Eds.)Perspectives on Language and Literatuladan: Intec.
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1.0 INTRODUCTION

Poetry is different from other forms of literaturecause of its use of the resources of
language and music. According to Akporobaro (20138, “poetry applies to the many
forms in which man has given a rhythmic expressigo his imaginative and intense
perceptions of his world...” When analyzing a poeme anust pay attention to these
resources. So, in appreciating poetttention must be paid to diction, imagery, sound
effects and sound patterns. These will be discugsesently.

2.0 OBJECTIVES

At the end of this unit, you should be able to:

0] define poetry;

(i)  explain the uniqueness of poetry as a form ofditae;
(i)  identify some elements of poetry; and

(iv)  carry out a stylistic analysis of a poem.

3.0 MAIN CONTENT

3.1 Poetry

Poetry is literature and as literature it is “a noet of expression” (Egudu 1977: 4).
Poetry is unique because it stems out directly froan’s experience of his world of
consciousness. So, appreciating poetry is an attemmliscovering the uniqueness,
variety and intensity of human experience. Put adiye poetry is a special use of
language to express intense feelings. Nobody can csdegorically how poetry
originated, but we know certainly that it is pamtigparcel of man’s life.

3.2  What Kind of Poetry?
There are different kinds of poetry categorisedh@lthe lines of age, types, region and
form. Along the line of types (traditions), we chave epic poetry, medieval poetry
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(romance), metaphysical poetry, neoclassical ppsetmantic poetry and modern poetry.
Along the line of forms, we have narrative poesgtirical poetry, dramatic poetry, the
ballad, lyric poetry, sonnet, pastoral and eledy, Whatever type of poem we study, we
expect it to have a subject-matter and themes.slihgct-matter relates to the explicit
issues contained in the poem, while the theme(#)e@smplicit message deduced from
the subject-matter. Although, what is said in arpoe important, how it is said is

definitely more important.

3.3 Persona

The voices we hear most of the times in poems aralways those of the poets. Poets
sometimes adopt the identity of some other per3orgal or imaginary, in a particular
situation, also real or imaginary. Whenever a @mkipts someone else’s personality or
uses this device, he is said to be adopting a pars®o, in examining a poem, we must
first of all identify the voice. We need to know ether it is the poet speaking directly or
the poet is speaking through another voice. Fomgi@, in his poem entitledAbiku”,
Soyinka speaks through the voigfgan ‘abika’ — a child born to die prematurely.

3.4 Imagery

Imagery as a term is difficult to describe with @sgon because of the way it is used
loosely. In a broad sense, it can be used to dessany writing which is descriptive, and
helps the reader to visualise a scene and so &rierge the poet’'s experience. We have
both aural and visual imagery.

Imagery depends on the emotive power of words toisuccess. The most condensed
form of imagery can be found in figures of speetthocaigh not all figures of speech
involve visual imagery. Alliteration, for examplkeas to do with sound effects. Others,
such as antithesis and anti-climax, have to do antangement of ideas.

Metaphor and simile, when they are well used, greimagery at its most concise
manner. Other figures of speech that can perforis fhnction are hyperbole,
euphemism, irony, personification, metonymy, symete,etc. Another extreme form of
imagery is in the usef symbolism. Symbolisie a use of language in which an image
represents something visual, but also often a mastber of other ideas which the poet
associates with the word. This will also remind yduhe connotative dimension of word
meaning. Connotation is a means of creating imaggyg it is often exploited fully in
poetry.

3.5 Sound Patterns

Most poetry in English is based on rhythmical patde Despite the fact that these
patterns exist in all utterances, some kind ofgutarity is often imposed on the patterns
in poetry. These patterns can be called the rhyRhythm is expressed by a series of
syllables, some of which are stressed and someessst. Stress, you will remember, is
the emphasis placed on a sound or syllable by piraciog it more loudly or forcefully
than those surrounding it in the same word or ghras poetry, it means the emphasis
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placed on a syllable or a word as part of the nmytii a poem or line of poetry. In poetry,
there are four basic patterns:

(1) lambic rhythm: Each ‘foot’ consists of an uessed syllable followed by a
stressed syllable.

(2)  Trochaic rhythm: It consists of a stressetlable followed by an unstressed
syllable.

(3) Anapaestic rhythm: Each foot consists of twistressed syllables followed by
one stressed syllable.

(4) Dactylic rhythm has each foot consisting ofteessed syllable followed by two
unstressed syllables.

You need to note that ‘a foot’ is said to beginhnatstressed syllable and extends
to but excludes the following stressed syllable.

Among these four, the most common in English posttize iambic rhythm:

3.6  Sound Effects
With the use of special sound patterns and sourdjény, certain sound effects can be
created, namely,

Onomatopoeia This is the most obvious of all sound effectsisltthe use of words
whose sounds suggest their meanings. The mostesempimples are words which are the
names given to actual sounds. For example, sonkerbeg, tinkle, clang a catmews a
lion roars and carscreechThere can also besplashof water and doomingof a gun.

Alliteration : This is closely related to onomatopoeia. It is tlse of a succession of the
same consonant, usually at the beginning of susees®rds. These are few examples:
(1) I bubbleinto eddyingbays @) | babbleon the pebble¢3) God makes man; man
makes money; money makes many men mad.

Rhyme: This has to do with the recurring use of similawel sounds, especially at the
end of lines of a poem. Rhyme, like alliterationiracts the reader’'s attention to
something of importance in a poem. If two linesagfoem end with “face” and “grace”,

we will say that the lines exhibit end rhyme. Cam ylescribe the patern of end rhyme in
J.P. Clark’s “Streamside Exchange”?

40 CONCLUSION

It is not only what is said in poetry that is ofjsificance. The manner in which it is said
is of a special importance. In fact, like we haa&spoetry deploys language in a special
way. Therefore, the style of a poem generally Wwél suggestive of the message(s) it
expresses and language is the major exponentoétylie. A poet enjoys what is called
‘poetic liberty’ i.e. the freedom to use languageai unique and creative way, without
being tied down to the rules of grammatical comess.
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50 SUMMARY

In order to do a stylistic analysis of a poem, yeed to read the poem carefully, paying
close attention to the title, language, form areldeneral style of the poem. Poetry calls
for a creative use of language and its analysid mige be rigorous and creative. A poet
sees with inner eyes and a meaningful analysisngffarm of poetry must deep and
insightful.

.0 TUTOR-MARKED ASSIGNMENT

What is poetry?

List three important elements of poetry.

Explain the uniqueness of poetry as a formtefdture.

Carry out a stylistic analysis of J.P. Clark&reamside Exchange.”

PWONPEO
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1.0 INTRODUCTION

In this unit, you will be introduced to drama ans basic elements. This is necessary
because as a student of stylistics, it is importaat you should be familiar with certain
dramatic or literary tools which any student wighito analyse a piece of drama must
know. Drama is an important form of literature whielies on performance.

2.0 OBJECTIVES

At the end of this unit, you should be able to:

0] define drama;

(i)  list and explain the basic elements of drama; and
(i)  carry out a stylistic analysis of a piece of drama.

3.0 MAIN CONTENT

3.1 Definition of Drama

The Longman Dictionary of Contemporary English(208€fines drama as “a play for a
theatre...” and “plays considered as a form ofdiigre”. This definition identifies two
aspects of drama i.e. the written form (i.e. draimgtbooks) and the staged plays.
According to Eghagha (2001: 468), drama is “anyknafrart created to be performed on
stage, which, through the aid of characters andrastconvey a message to an audience,
for the purpose of education, entertainment anarimétion.” Drama is seen as imitation
of reality in the Aristotelian perspective. It iseh as a recreation of life on stage.

3.2 Enactment of Drama

Drama, by its nature, is enacted through actiorss Ts achieved through a conflict
between the protagonist and an antagonist. Wherdh#ict gets to the peak, we have
the climax. It is in a bid to resolve this conflibiat the plot is enriched. After the climax,
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we have what is called the denouement which mangtparded as the clarification of the
plot. The enactment of drama makes drama a penfigyanit.

3.3 Types of Drama

There are various types of drama such as trageayedy, tragicomedy, melodrama and
farce. Tragedy is primarily a form of drama thatlenn sadness. This is because the
tragic hero has a downfall in which some lessdaasnt by the audience; but he, himself,
falls as a result of the hubris or his weak pdiot;example, King Odewale iffihe gods
are not to blameA comedy, on the other hand, is a form of drama tiy@cally ends in
happiness. It is replete with satire and folly. Gmx@ample of comedy is Soyinkakhe
Lion and the JewelTragicomedy blends both tragic and comic elemanthat though
the play has a tragic tone it ends happily. An gdans Shakespeare’sjuch Ado About
Nothing Melodrama is a play heightened by suspense amdntic sentiments. An
example isThe Blinkarddy Kobika Sekyi.

3.4 Elements of Drama
The elements of drama are the essential featuegdsmh expect any form of drama to
possess. These include:

Plot

The plot is the sequential arrangement of events play. It is said to be linear when
there is a kind of chronological or sequential ¢sgan the play. On the other hand, we
may have a play in which time order is dislocafBais happens, for example, when we
have flashbacks.

Theme

This is the message of the play or what the plaglli@bout. It is possible to have a
theme and, or, multiple themes in one play. Thenthés the philosophical underpining
of a play. It is derived from the plot of the playne major theme in Ola Rotimi'Bhe
gods are not to blamdor example, is predestination.

Conflict

This is the bone of contention between the protesjaand the antagonist. There is a
conflict when two forces pull the opposite ways.n@iot can be inter-personal or intra-
personal. Actions are generated through conflitctOla Rotimi’'s The gods are not to

blame, there are conflicts between characters and clasacs well as between
characters and supernatural forces.

Characters/Characterisation

The agents responsible for actions and conflicfslags are known as characters. It is the
formation of the characters by a playwright thatnewn as characterization. It should be
noted that the characters can be human agentsraesnplays and they can be animal
agents.
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Language

The language of drama is the exchange means or ooioative method adopted in the
play. Azeez (2001) identifies three types viz. &ti(spoken), gestural (paralinguistic like
nodding, eyeing etc) and symbolic (semiotic). Lasage gives expression to other
elements of drama. The language of drama may ht&cpeorosaic.

Setting

This involves the location of the play. It may beided into three: time, place and

atmosphere. Time relates to when the action takes pplace indicates the location of
the action in terms of physical space while atmespliescribes the socio-psychological
mood of the play.

3.5 Some Basic Terms in Drama
Below are some terminologies that are associatéld aveama and which you may find
necessary to use when analysing a play.

(@) Cast It is a list of actors and actresses given defingles in a drama by the
playwright or director.

(b)  Playwright: A playwright is the writer of a piece of dramayay.

(c) Conflict: This involves the protagonist and the antagomstheir rivalry and
struggle for assertion of influence or relevanca friece of drama.

(d) Protagonist A character who plays the most prominent roleainplay. A
protagonist is also often referred to as the haran) or heroine (woman) or the
chief character.

(e) Antagonist: He/she is a character in a play who opposesbtagonist rightly or
wrongly. Often he/she contradicts the protagonist.

() Denouement It is also known as the resolution or the unkngttof events, it is
the resultant process soon after the climax has teseched. Here, the conflict in a
play is finally resolved.

(g) Catharsis: This means purgation (from ‘purging’, the oridiftareek word). It is
the feeling by an audience of a sense of releagheocleansing of the mind of
excess emotion, often through the shedding of taarsvhen a great tragedy is
being played out on stage.

(h)  Tragic Flaw: It is a costly mistake made by the protagonist jplay or drama. It
could also mean an inbuilt or inherited weaknelssvf say pride (hubris), which
aids the downfall of the protagonist. The tragewflin Hamlet the character in
Shakespeare’s Hamlet indecision.

() Dramatic Irony: It is a situation in a drama in which a characteut of
ignorance, says or does something which runs couatéhe course of action
whose real outcome is known to the audience, bhididen from the character in
guestion.
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4.0

Suspenselt is the state of anxiety and expectation inréeder/audience of a play
as to the likely outcome of events. It raises ale€a interest and keeps him/her
guessing as to what will happen next.

Soliloquy: It is a device in drama which allows a charatteengage in a loud
self-talk which enables the reader/audience to leeess to what is in his/her
mind.

Prologue It is the formal introduction to a play written prose or verse whose
content is relevant to the unfolding events in pheey. This device is used in Ola
Rotimi’s The gods are not to blamir example,

Epilogue: It is the closing comment in a play which jugiffian earlier course of
action or fills an untreated gap. The device isduse The Rivals.Who is the
author of The Rival®

Chorus: It is a couple or a band of people in a play wdiees it upon themselves
as a group to comment on the proceedings of dramations. The group sheds
light on the unfolding events and prepares theenad#i for what is to follow.
Flashback This is literary technique involving the recafjiof an earlier scene,
action, or event which sheds further light on wisaturrently happening. Wole
Soyinka is fond of using this device.

Director: The theatre artist who directs the speech, mowemed actins of the
actors and actresses in the interpretation of itiereint characters in the play is
called a director.

Producer: In stage drama, this refers to the person orrosgéion who brings the
performance about and also funds it.

Interlude: A brief performance which serves as an interval @ main
performance.

Prompter: During a performance, the prompter is the penstwo stays out of
sight to remind an actor or actress of lines wheshape his or her memory, to
ensure the continuity of actions.

Role Play. The playing of a specific role in a dramatic ity without fully
transforming into character. This is different frauting which involves a total
transformation of a character. In role playing, prexsonality of the performer
does into fully dissolve into the role being played

Audition: The process by which actors and actresses aseghor specific roles
in a performance. This partly involves the readaidines from the play to the
hearing of the director.

Climax: The climax of a play is the moment of greatessi@n when the conflict
attains its peak and is now fully ripe to be reedlv

CONCLUSION

It is no easy task to undertake a proper styligtialysis of a drama texthe analyst
therefore must be armed with the different dramaliéenents treated here in order to do a
good job. In addition, it should be noted that pnagjc stylistics is necessarily involved
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in the stylistic analysis of drama because dranizeg some extralinguistic factors to
achieve some dramatic effects.

5.0 SUMMARY

So far, we have identified important dramatic eleteen this unit. These include plot,
theme, characters/characterization, conflict, lagguand setting. A good mastery of
these will enhance your stylistic analysis of angcp of drama. Again, we have
emphasized that drama exists in actions. It isoperéd literature. While other forms of
literature may be personal, drama is social afglthe most collaborative art form in the
sense that it needs the services of many peoplente to life on stage.

6.0 TUTOR-MARKED ASSIGNMENT

(1) Whatis drama?

(2) Identify and explain the major elements of daam

(3) Carry out a stylistic analysis of Ola Rotimi'ee gods are not to Blame.
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MODULE 4 THE LANGUAGE OF LITERATURE

UNIT 1 THE LANGUAGE OF LITERATURE (I)
(The Language of Prose)

Contents

1.0 Introduction
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3.0 Main Content
3.1 The Language of Literature
3.2 Linguistic Checklist for Prose
3.3 |- Narrator
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3.5 Linguistic Indications of Point of View
4.0 Conclusion
5.0 Summary
6.0 Tutor-Marked Assignment
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1.0 INTRODUCTION

In this unit, we shall discuss the language of @rosspecially from a linguistic
perspective. Therefore, we shall examine linguistiecklist for reading prose by looking
at the narrative style. We shall examine the listjaiindicators of view points and how
they aid the understanding of the language of prose

2.0 OBJECTIVES
At the end of this unit, you should be able to:
) explain point of view;
(i)  define foregrounding;
(i)  describe the language of prose fiction generakig a

(iv) carry out a stylistic analysis of the language wy @rose fiction of your
choice.

3.0 MAIN CONTENT

3.1 The Language of Literature

It is difficult to categorically point out what tHanguage of literature is. Simpson (1997)
contends that there is no such thing as a litdearguage. This implies that there are no
items of modern English vocabulary or grammar the inherently and exclusively

literary. It is practically difficult to make a de-cut linguistic distinction between

literature and other subjects. In fact, Simpsoressi#s that the concept of literary
language is a “Chimera”. Despite the wide assumptm the contrary, there are no
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particular linguistic features or sets of linguisteatures, which are found in literature
that cannot be found in other kinds of text, foample, a religious text.

In the same vein, Fowler (1981) contends thatditer is not a distinct variety. Any of
the texts, which are regarded as literary, cannadyaed as being built out of one or more
varieties just as other texts. Some of the langwageties used in specific literary texts
may tend to occur regularly in some, but not aleottexts. For instance, rhyme and
alliteration are found in advertisements and buoiations. ‘Literary’ texts also draw
upon patterns, which tend to occur in ‘non-literagxts (e.g. conversation and news
report).

However, in literary circles, as well as linguistlescription of the use of language, we
can talk about the language of Shakespeare, Gl\atiebe, Soyinka, Osundare, Dickens,
Marlowe and other great literary giants. Thus, rtHanguage, by implication, is of

literary suggestions. Widdowson (1975: 47) argined twhat does seem crucial to the
character of literature is that the language oitexdry work should be fashioned into
patterns over and above those required by the ldainguage system”. Literary language
has no ontological definition, i.e., it has no pamant or fixed existence. The term
literary is a functional description not an ontat@ one. It is a quality conferred upon
words not for what they are, but for what they dothe context of literature (Short,

1996).

It is, however, expedient to note that denying ¢Restence of literary language is like
denying the very existence of literature as a disw (Bradford, 1994). Expanding
Bradford’'s views, Aboh (2008: 29) argues that thtey text, rather than manifests a
uniform language variety, derives its effectiven&ssn its unique exploitation of the
mechanisms of the entire linguistic repertoire’tekary communication, therefore, works
not on the presence of a clearly defined linguistide but on the very absence of such a
code (Widdowson, 1975).

We may have noticed that in ordinary communicatiore use language to make
reference to all sorts of items in the material dvaround us. In this function, “language
is ephemeral, because we tend to forget abou¢ imbment we have identified the items
referred to” (Simpson, 1997: 13). This use of laagp for efficient and effective
communication is commonplace. But when languages du# refer to our everyday
social life, and when it is the only thing availald us to construct an imaginary context,
then things are entirely different. For instancg@eason, who is so hungry might choose
to be literary by the virtue of his linguistic clet

| am so hungry that | could finish a cow.

Instead of:
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| am so hungry | could finish two plates of ‘amalAmala is a Yoruba food).

3.2 The Language of Prose

According to Thornborrow and Wareing (1998: 146gtidn is a generic term that

includes short stories, novellas and novels. Oseudision in this unit shall focus on the
language of the three sub-genres of prose ficlitwrnborrow and Wareing (1998: 183)
provide a checklist for one who is interested imndaoa stylistic analysis of prose. The
checkilist is as follows:

. Does the text appear to be “readerly” or ‘writePlWVhat sort of demands does it
make on the reader? For example, what effort witlhke you to read Chinua
Achebe’sThings Fall AparlandWole Soyinka’sThe Interpreters®hich of these
texts do you think is “readerly” and which is “vaity?”

. What kind of narrative voice, or voices, are thieréhe text? Is it first person or
third person?

. What are the linguistic devices used to represem,tplace and dialogue in the
text?

. Is there any “foregrounding” of specific linguisfierm - i.e., does the writer draw

attention to the language of the text, for examhlegugh changes in register, or
the use of structural or lexical patterning?

. What is the structure of the plot, and narrativeefl@oment? For example, is there
a resolution, or ending, or no narrative closure?hke story linear, or does the
writer represent events in a non-linear way?

In general, the novel, as said earlier, is muchemamcessible thaany of the other two
major literary genres. However, in spite of itsessibility, the novel is probably the most
difficult genre to analyse. It is, by far, the mastmplex genre in terms of discourse
structure, which leads to its complexity in ternisyiew point. Short (1996) says that the
study of point of view is central to the study loétovel.

3.3 “I"-narrator

The person who tells the story may also be a charracthe fictional world of the story,
reciting the story after the event. In this caséics call the narrator a first-person or I-
narrator. When the narrator refers to himself orsé in the story, the first-person
pronoun “I” is used. Since the narrator is a ch@ramoking back on events, but often
representing them as if they were happening forfitlse time, first person narrators are
said to be limited (they don’t know all the facts)(they trick the reader by withholding
information or telling untruth.) This sort of thir@ften happens in murder and mystery
stories. For example, in Achebésman of the Peopléhe I-narrator is used. We only get
information about events of the story through teetal character, Obi Okonkwo. When
Obi tells us the political situation and his pilebnvolvement, because he is the first
person narrator, we are forced to sympathize with h
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3.4  The Third-person Narrator

If the narrator is not a character in the fictionalrld, he or she is usually called a ‘third-
person’ narrator, because reference to all theachens in the fictional world of the story
will involve the use of the third-person pronoufig’, ‘she’, ‘it'’ or ‘they’. The third-
person narrator is the dominant narrator type.

It is because first-person narrators can also kerackers that they can easily be
unreliable. The third-person narrators, becausg ttem often be assumed to be the
authors, aremuch more usually omniscient. Hence, when a theéxd@n narrator is
limited or unreliable the effect is very heavilyrégrounded. Narrators usually tell us
things, and so most of the sentences in novelstatements.

3.5 Linguistic Indications of View Point

(a) Deixis

Deixis is the term which linguists use to denoteirping expressions’ like ‘this’ and
‘that’ or ‘here’ and ‘there’ which are speaker-teldh To Carter et al,. (1997: 152),
deictics are directing or pointing words in so &arthey direct our attention to particular
point of reference. Deictic expressions cut actbhesgrammar of English. For example,
‘this’ and ‘that’ are demonstrative determinergpoonouns, ‘here’ and ‘there’ are deictic
adverbs, and ‘come’ (movement towards the speak®t)‘go’ (movement not towards
the speaker) are deictic verbs. Deixis appliesn® tas well as space, as the contrasts
between the adverbs ‘now’ (time close to the spgaked ‘then’ (time remote from the
speaker) show. Because deixis is speaker- relatezthn easily be used to indicate
particular, and changing, view points, therebyueficing the meaning of the novel.

(b)  Given Versus Newinformation

Linguists make a distinction between what they gadenandnewinformation, in terms
of how information is arranged by speakers. If yeant to refer to something which is
not already known to your addressee, you will tgflycuse indefinite reference, whereas
if what you want to refer to is already known taiy@addressee, you will use the definite
reference. In other words, you take your addressaeivpoint into account.

The indefinite article ‘a’ is used to refer to sdmeg ‘new’ something we do not yet
know about. For example, one can say:

(@) | saw a man.

(The man is unknown to the hearer). But if | say:

(b)  The man is my friend’s father. (The man is\Wndo the hearer).
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The definite article ‘the’ is ‘given’ because bdtre speaker and the hearer have some
background information about the man unlike in secé (a). It follows that ‘the’ is used
to describe general information.

Many modern novels and stories begin with defingierence, even though in theory
they should not. This technique, positioning reades already “in the known”, even
though they are not really, is one aspect of artigele which has come to be calléd
medias res’(Latin for ‘into the middle of things’.), which hg$ us feel intimately
involved with what is going on at the beginningaagtory.

(c) Foregrounding

Deviation, which is a linguistic phenomenon, hasiraportant psychological effect on
readers. If a part of a writing is deviant, it bexws especially noticeable, or perceptually
prominent. This is calledbregrounding.The term ‘foregrounding’, according to Short
(1996: 11) is borrowed from art criticism. It imgé that nothing in a work of art is
insignificant, but the fact is that the matter e foreground is more important than the
rest.

In the language of prose, there is a background.bEtkground is what is linguistically
normal — the rules, norms and expectations whiclagsamciate with a particular kind of
writing or speaking. The foreground is, in largetpthe portions of a text or talk which
do not conform to these expectations. Foregroundinthus produced as a result of
deviation from linguistic norms of various kinds.

Foregrounding can manifest in capitalization. Exdepproper nouns, nouns do not have
their initial letters capitalized. But if a writéloes that to a noun that is not a proper noun,
the writer has foregrounded that lexical item.dtid also manifest in word order and in
coinages. Soyinka'sAke and lbadan contain many examples of coinages and
graphological foregrounding which include the uteapitalization.

Self-Assessment Exercise
How do you think the language of prose will befafiént from that of poetry?

40 CONCLUSION

From the foregoing, it is clear that language playsimportant role in fiction. The
thematic concern of the novelist is carried by leage. Indeed, language and literature
are so closely linked in this respect that withlautguage, literature will not have any
meaningful existence.

5.0 SUMMARY

In this unit, we have examined the language of @tmg first providing a general over-
view of the language of literature and by lookingahecklist for a linguistic analysis of
prose e.g. “I” narrator, third person, linguistiidicators of view point, such as deixis,
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‘new’ ‘versus’ ‘given’, and foregrounding. Your distic analysis of any prose fiction
will be meaningful if you reflect all or many ofdke.

6.0 TUTOR-MARKED ASSIGNMENT

(1) What do you understand by point of view?

(2) Define foregrounding, giving some examples.

(3) What are the general features of the languégeose fiction?

(4) Carry out a stylistic analysis of the languafj@ny prose fiction of your choice.

7.0 REFERENCES/FURTHER READING

Aboh, R. (2008). “Language and ideology in Adembksylva’'sSongs of Odamolugbe
and Joe Ushie’#lill Songs” Unpublished M.A. project. Department of English.
University of Ibadan.

Bradford, R. (1997)Stylistics.London and New York: Routledge.

Carter, R. et al. (1997)Working with Texts: A Core Book for Language Analys
London: Routledge.

Leech, G. & Short, M. 198Etyle in FictionLondon: Longman.

Fowler, R. (1981)Literature as Social Discourse: The Practice ofdurstic Criticism.
New York: Routledge.

(2004 ptylistics.London: Routledge.

Short, M. (1996).Exploring the Language of Poems, Plays and Prdsendon:
Longman.

Simpson, P. (1997T.he Language of Literaturé&lew York: Routledge.

Thornborrow, J. & Wareing, J. (1998Ratterns in Language: An Introduction to
Language and Literary Styl®&lew York: Routledge.

Widdowson, H. (1975)Stylistics and the Teaching of Literatukong Kong: Longman.

86
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1.0 INTRODUCTION

It may be said that we inherited poetry from théverse. Creation was set in form and
framed in poetry long before man became a part.o€onsequently, poetry is often
regarded as a mystery and in some respect, itaslarthis unit, we shall look at poetry
and the basis of its puzzling nature, its language the elements that make it different
from other genres of literature. This is a goodoletup to the first lecture you had on
poetry in this course.

2.0 OBJECTIVES

At the end of this unit, you should be able to:

() explain what poetry is;

(i) identify some forms of poetry;

(i)  describe the language of poetry; and

(iv) carry out a stylistic analysis of the languadeny poem of your choice.

3.0 MAIN CONTENT

3.1 Whatis poetry?

Poetry is a form of literature that uses languamge special way. It is the expression of
intense feelings in a very imaginative way. Poeixists in the verse form. According to
Ogungbesan and Woolger (1978), poetry is “a vital eneaningful form of expression

by which the individual poet may convey his thowgand feelings on experience” (p. 7).
Our traditional African heritage is very rich ingdoy.

87



3.2  Forms of Poetry
For our purpose here, we shall discuss four mayetip forms.

1. Lyric poem

A lyric poem is a relatively short, non-narrativegm in which a single speaker unfolds a
state of mind or an emotional state. Lyric poet&tains some of the elements of song
which is said to be its origin. For the Greek wstehe lyric was a song accompanied by
the lyre (a plucked string instrument associateith wncient Greece). The lyric poem has
various forms, namely, elegy, ode and sonnet.

Ode: This is a long lyric poem with serious theme writti@ an elevated style. Good
examples are Wordsworthymn to Dutyand KeatsOde to a Grecian Urn.

Elegy: In modern usage, elegy is a ceremonial lamenti®death of a particular person
(for example, Tennyson’s In Memoriam A.H.H). In #mer form, the term elegy is used
for solemn meditations, often on questions of destith as Gray'&€legy Written in a
Country Churchyard.

Sonnet: It is the most widespread and most formal of lyioems. Originally, the sonnet
was a love poem which dealt with the lover’s suffgs and hopes. It originated in Italy
and turned out to be popular in England in the Rsaace when Thomas Wyatt and the
Earl of Surrey translated and imitated the sonweitsen by Petrarch (Petrarchan Smith).
After the seventeenth century, the sonnet was deedther topics than love; for
instance, religious experience (by Donne and Mjltaeflections on art (by Keats or
Shelley), war experience (by Brooke and Owen). Sbmwritten in a single stanza of
fourteen lines with an intricate pattern.

2. Narrative Poetry

Narrative poetry gives a verbal depiction, in versfea series of connected events and it
drives characters through a plot. It is always eyad by a narrator. Narrative poems
might tell of a love story (like Tennysoniaud),the account of a father and son (like
Wordsworth’sMichael) or the deeds of a hero or heroine (like Walter S&cafy of the
Last Minstrel).Narrative poetry has categories such as: epic atadb

Epic: Epic operates on a large scale, both in lengthtapid, such as the founding of a
nation (Virgil’'s Aeneid)or the start of world history (Milton’Paradise Lost)lt relies on
the use of an elevated style of language, and sapeal beings take part in the action.
Epic, is a long narrative poem, grand both in theme style and it deals with famous or
historical events of national or universal sigrafice, involving actions of broad sweep
and grandeur. Most epics operate on the explois sihgle individual, thereby giving
unity to the composition.

Mock-epic: Mock-epic makes use of epic conventions, like tlevaed style and the
assumption that the topic is of great importanoegeal with completely insignificant
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occurrences. Mock-epic is derived from the seriepis. It satirizes present-day ideas or
situations in a form and style burlesquing theaesiepic. A famous example is Pope’s
The Rape of the Lockyhich conveys the tale of a young beauty whosessiecretly
cuts off a lock of her hair.

Ballad: Is a song, initially transmitted orally, which &k story. It is a vital form of folk
poetry which was adapted for literary uses fromdixéeenth century onwards. A ballad
is a short narrative folk song that deals with ti@st dramatic part of a story, stirring to
its conclusion by means of dialogue and a sequehaecidents. The wordballad was
first used in a broad sense to mean a simple gloer. Such a poem could be narrative
or lyric, sung or not sung, crude or polite, seetimtal or satiric, religious or secular. It
was vaguely associated with dance. In terms ottira, a ballad is often in a stanza,
usually a four-line stanza.

3. Didactic Poetry

The purpose of a didactic poem is principally tacte some lesson. This can take the
form of very precise instructions, such as howdtele a fish, as in James Thomsohtse
Seasons (Spring79-442) or ways of writing good poetry as we hawBope’sEssay on
Criticism. However, it can also be meant as informative ineaegal way. Until the
twentieth century, all literature was expected &wveha didactic purpose in a general
sense, that is, to impart moral, theoretical orepeactical knowledge. To this effect,
Horace in particular demanded that poetry shoulahlipe learning and pleasure. For
instance, Bryant’'s poetry was frequently didadtie;is best remembered for his beautiful
descriptions of scenes in the Berkshire Hills ofsBkchusetts. For Bryant, nature was a
symbol of the power of God and a moral influencéhamanity.

3.3 The Language of Poetry

Poetry issimply the renewal of words. Whenever we pick upaem to read, the
impression we are given is that language is spiritas insubstantial as breath on a
winter's day. For us to get closer to poetry, weeché¢o fine-tune our sensitivity to
language and to its histories, overtones, rhytmmeanings, and suggestions. Language
makes a successful poem. If we endeavour to haedaonship with poetry, we will
become more sensitive to language. We start gettiagurge to identify instances of
beauty, sensations to meanings in a single pheaskjn a well-turned line. Poetry will
always give us the enablement to pay rapt atterdtaih to poems and to life in general.
In order to understand the language of poetry, Wledev well to note what follows.

3.3.1 Poetry and Sound Patterns

A good poet thinks more than what a word meanslée considers how a word sounds.
The sound of a well-chosen word can strengthen @dneo make an idea more forceful.
The sounds of words can also create a musicaltgualia piece of writing. In order to
achieve special sound effects, poets make uselitdration, assonance, rhyme and
rhythm and onomatopoeia, among other things.
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Alliteration : Poets call our attention to certain words in rae liof poetry by using
alliteration. Alliteration is the repetition of theame consonant at the beginning of words
that are close together. It is used to create aspld, rhythmic effect. Let us see the
exuberance of alliteration in the following line:

Give me the glendid_#ent sun with all his beams full-dazzling!
(Walt Whitman,Give Me the flendid_Sent Sun)

Can you identify the sound that is repeated herb@t\Wo you think is the effect?

Assonance This refers to the repetition of vowel soundsstoess words or ideas.
Assonance is used to add a musical quality to anpdiehelps in setting the mood of a
poem. In general, long vowel sounds suggest e#thisre, joyful mood or an eerie mood.
On the other hand, short vowels usually suggesirshier, tighter, or more delicate mood.
Let us pay attention to the long vowel in the faling poem. What effect does this create
in the poem?

He who, from zone of zone,

Guides through the boundless sky thy certain flight

In the long way that | must tread alone,

Will lead my steps aright.

William Cullen Bryant;To a Waterfowl

Rhyme

Rhyme gives a musical quality to poetry. Rhymeuosa@t the ends of lines in a
poem. If two or more lines end in the same souredsay they rhyme. Letters are used to
describe the rhyme scheme of a poem. Each rhynoagdsis assigned a different letter
and lines that rhyme are given the same letter.ifigiance, let us examine the use of
rhyme in the following poem:

The railroad track is miles away (@)
And the day is loud with voices speaking (b)
Yet there isn’'t a train goes by all day (@)
But | hear its whistle shrieking (b)

(Edna St, Vicent Millaylravel)

In this poem, lines 1 and 3 rhyme, while lines @ dralso rhyme.

Generally, the use of intonation and the altermatd stressed and unstressed
syllables, together with rhythm, helps to creatensbeffects in poetry. And rhythm can
suggest meaning in poetry.

Self-Assessment Exercise

Study J.P. Clark’'s Poem “Night Rain” and explainwhds rhythm suggests some
meanings.
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Onomatopoeia

Poets use this to add excitement to the sound mdemn. It is the imitation of
natural sounds by words. Example:

You can hear her holler and whine cry.

Her voice is thin and her moan is high,

And her crackling laugh or her barking cold

Bring terror to the young and old

(Margaret WalkerMolly Mean$

Can you explain the onomatopoeia in the poem?

3.3.2 Some other Figures of Speech

Metaphor

Aristotle declared that what a poet needs beyorelyfving else is a command of
metaphor, the ability to see similarity in thingssimilar. Metaphor and its close relation,
simile, are poetry’s most constant properties;rthés the power of illuminating and

establishing a kinship between objects wholly uniach other. Look at this:

I’m sorry that country is not in working order
I’m sorry that planet is out of service.

(Eve Merriam'm sorry said the machine

Simile

A simile expresses a comparison between two utitikeys with the use of “as” or
“like.” The things compared are shown to be similarsome respect but are usually
different by their nature in general. Examples:

(a) Sadiku’s tongue is as sharp as a blade.

(b)  He s like a tiger.

Synecdoche
This is a figure of speech in which a part is utmda whole or vice versa e.g.
Nigeria is meeting Ghana today in a friendly foditb@atch.

Personification

This is a form of comparison which attributes humaharacteristics to
abstractions or things which are not human. WheltoRlisays that “the floods clap their
hands” and “confusion heard his voice,” he is indlializing the floods as if they were
people and endowing confusion with personal lilse &nother example:

A narrow wind complains all day

How someone treated him:
(Emily Dickinson,The Sky Is Low, the Clouds Are Mgan
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Metonymy
This is a figure of speech in which an objectssdito stand for its users e.g. The
pen is mightier than the sword.

Irony

This is a literary device that is dryly humoroudightly sarcastic within a speech,
in which words are used to convey a meaning cont@their literal sense. Irony is an
expression of double meaning, and a statement iohwthe words suggest the opposite
of their literal sense.

Hyperbole

This is an exaggeration employed to give forcentensity to a statement. It is a
form of inordinate exaggeration according to whacperson or thing is depicted as being
better or worse, or larger or smaller, than is @bjuhe case.
Look at this:

| think that | shall never see
A billboard lovely as a tree.
Indeed, unless the billboards fall
I'll never see a tree at all.
(Ogden Nash$Song of the Open Ropd

40 CONCLUSION

Poetry is a form of literature, spoken or writtémat emphasizes rhythm, other intricate
patterns of sound and imagery, and the many pessiblys that words can suggest
meanings. Unlike other genres of literature, itsglaage is often complex, sentimental,
condensed and esoteric. To achieve this, the parethe inspirational composition of
poetry, relies on the sound of the spoken langaagkeon figurative language to convey
meaning that transcends meaning.

50 SUMMARY

In this unit, we have tried to explain the meaningture and forms of poetry as well as
its language. As an expression of intense feelipgsiry relies heavily on connotative
dimension of word meaning, figurative expressi@mjnd imagery and so on. The poet
has the liberty to express his feelings the waywamts. This form of liberty (i.e.
freedom) is called poetic licence.

6.0 TUTOR-MARKED ASSIGNMENT

(1) What is poetry? Give the titles of three poehat you have read?

(2) Identify and explain at least three forms/typefs poetry. Give appropriate
examples.

(3) What are the essential features of the langoageetry?

(4) Carry out a stylistic analysis of the languafi@any poem of your choice.

92



7.0 REFERENCES/FURTHER READING
Knights, L.C. (1976)Explorations.U.K: Chatto & Windus Ltd.

Ogungbesan, K. & Woolger, D. (1978mages and Impressions: An Oxford Senior
Poetry CourseOxford: University Press.

Sherman, M. (1986Reading LiteratureU.S. A: McDougal, Little & Company.

Untermeyer, L. (1985)The Pursuit of PoetryNew York: Stratford Press.

93



UNIT 3 THE LANGUAGE OF LITERATURE (llI)
(The Language of Drama)
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1.0 INTRODUCTION

One great advantage which drama has over otheege@ftiterature is its communicative

ability. This also makes it a good medium for instion- a way of making concrete and
immediate that which would have sounded vague. Véhaiances this communicative
ability is dramatic language. In this unit, we $ledplore the features of the language of
drama. The unit is also a follow-up to what youmheéabout drama earlier in this course.

2.0 OBJECTIVES

At the end of this unit, you should be able to:

0] define drama;

(i)  explain the nature of drama;

(i)  describe the language of drama; and

(iv)  carry out a stylistic analysis of the languagerof drama text of your choice.

3.0 MAIN CONTENT

3.1  Whatis Drama?

Drama is a form of literature that tells a storyotigh the words and actions of the

characters. A drama, also called a play, usualipesint to be performed by actors and
actresses in front of an audience. Brecht (1964skys that proper plays can only be
understood when performed. Stanislavski assertsttisaonly on stage that drama can be
revealed in all its fullness and significance. Bwaal its fullness and significance as a
literary form, it is designed for the theatre witharacters assigned roles which they act
out in actions enacted on stage. Characters camman beings, supernatural beings,
animals or abstract qualities. The ‘raw materidl’dopama is people interacting in a

society and that society must be alive. Therefdrama is an adaptation, a recreation and
reflection of reality on stage enactment through dbility to create alternative modes of

being to that of our existence in measurable fegthblood (Brian Wilks).
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Drama is essentially an art form which can be fudlglized in the theatre. It is a creative
experience in which audience and actors are engagadsearch which opens up new
areas to them. Through watching a play and empathiith actors, the audience is
equipped to come to terms with the surrounding avorConsequently, drama is
distinctive among the genres of literature, given instantaneous impression on the
audience. It is employed to inform, educate, eaterand, in some casasobilize the
audience. Drama educates by helping the entireetyoto face its problems and burning
issues, by suggesting alternatives, as a mearmglettion on the human condition and by
urging social cohesion.

3.2 The Nature of Drama

Drama is a form of literature written for perforncan— or, at least, written in a style that
would allow for stage performance. As a text fodrama can be thought of as a story
told through spoken remarks and stage directiohallQiterature forms, drama appears
closest to virtual transcription of speech as veasllthe encounters and interaction of
speech: lying, confronting, prevaricating, conasgli admitting, proclaiming and a
wealth of their social/linguistic interactions. &wW dramatists conceive characters as
vehicles for their thoughts or values. Predominardramatists convey ideas through
their characters and the plot, instead of a diesebodiment of themselves in the way
novelists do with narrators and poets do with peaiso

By its actual nature and form, drama is perfornggtihierefore, by reasoning process, it is
realized extensively through performance. Howevtbere are exceptions to this as
certain playwrights consciously and productivelyt pmen to paper to make plays
principally meant to be read and enjoyed. For imsta Wole Soyinka writes for
performance, but has the reading audience in nNiedertheless, drama is meant to be
performed before an audience. Though it can beasadplay, the primary goal of drama
is action. Until a play gets to the stage, it istgebe accomplished; hence, performance is
very important in drama. Besides the dramatic fdinat includes the character, action,
actors and setting, putting on a play involves alsbdesigners, costume designers and a
director. The director controls the action. The &ati costume designers create a visual
representation of the setting. Drama is thereftite,most collaborative of all forms of
literature.

The nature of drama is to serve a wide varietyusfcfions at different times and in
different places. The Roman writer, Horace, in ohé¢he well-known statements about
the purpose of literature in general and dramaartiqular, said it was designed ‘to
delight and instruct’. Usually, the purpose of deahas been considered to be primarily
the first of these, at times, the second, but gdlyeat least, some degree of both has
been present. Audiences attend plays from a mixdtimotivations, including curiosity,
pleasure-seeking, and a desire for knowledge otheis experience. But all these
experiences are intensified by the public naturdrama.
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Language in drama reflects the seriousness or &hilifly of a dramatized story. The
theme or subject matter of a particular play isdatned by the language of such a play.
The style of the language employed when such aiplaytragedy is different from when
it is a comedy; indeed, plays are meant for difiesidiences. The choice of language is,
therefore, determined by the audience for whickag |8 meant and the nature of the play
itself- serious or otherwise. The language of drarnaatterned on real-life conversations
among people, and yet, when we watch a play, we havconsider the differences
between real talk and drama talk. The languagearhd is ultimately always constructed
or ‘made up’ and it often serves several purpo€esthe level of the story-world of a
play, language can, of course, assume all the magrfunctions that can be found in
real-life conversations. For instance, to ensurdualuunderstanding and to convey
information, to persuade or influence someone, elate one’s experience or signal
emotions, etc. Among the devices used in dramadnous dramatic effects are dialogue,
dramatic irony, pun, allegory, soliloquy etc.

. Dialogue

A play exists in dialogues. Therefore, one promirfeature of the language of drama is
dialogue/conversation. When they are engaged Inglias/conversations, characters use
language that reveals their status, backgroundyatmns, and so on.

. Dramatic Irony

Dramatic irony entails a situation where the regdeaudience) knows something about
what’'s happening in the plot, about which the cbimgs) has/have no knowledge.
Dramatic irony can be used in comedies and tragedi®d it works to engage the reader,
as he is drawn into the event. The audience mayathze with the character, who does
not know the true situation. Or, the reader maytseecharacter as blind or ignorant. The
clues may be rather obvious, but the character Ineaynwilling to recognize the truth.
Odewale, inThe gods are not to blame a good example of a dramatic irony, as the
audience knows that he is the one guilty of the@ruhe seeks to punish. Shakespeare’s
Othello offers another example of dramatic irony, as ham@s Desdemona for
cuckolding him (even as the audience knows thas being deceived by lago).

. Allegory

Allegory is an expression of a truth by means gfagticular symbolic meaning. The
symbolic meaning can be either a character takimghe role of a personal quality or
trait, or it can be clues that lead to a deeperninga In allegory, abstract qualities are
seen and personified into characters. An actuabcher becomes the quality discussed.

. Pun
The primary function of dramatic pun is to capttire conflicts and complex meanings of
the characters’ experiences through the individe@lds. Puns used in comical situations

96



are common in Shakespearean plays. The promineintieeopuns demonstrates that
words, like the human actions they describe, atgesti to multiple interpretations.
Shakespeare’s plays exhibit many different kindgpwfhs, and characters employ them
for multiple functions.Romeo and Julieis one of the plays with punblamlet,on the
other hand has puns linked to vengeance and désstate.

e Soliloquy

Soliloquy is a dramatic speech uttered by a charageaking aloud alone on the stage.
The character thus reveals his/her inner thoughdseelings to the audience. We see for
example, instances of soliloquy in ShakespeadvieisbethandHamlet

Self-Assessment Exercise

I. What is drama?

il. “Drama is essentially an art form which can hdly realized in the theatre.”
Discuss.

40 CONCLUSION

Drama is a form of literature written for perforncanor at least written in a style that
would allow for stage performance. Drama, as a@e@friterature, is characterized by
different movements that evolved with varying idepés in a way to speak out the
anxieties of different people. However, there amma devices that animate the language
of drama. Above all, the language of drama is ‘$&hand strikingly impressive with the
playwright conscious of the fact that drama is teritto be performed. The characters in
a play may use prose or poetry form in their patesf communication, depending on
status, age, socio-cultural background, purpos#saron.

50 SUMMARY

In this unit, we have tried to explain the natufelama as a genre of literature and the
essential features of the language of drama. Simppty since drama is expected to be
performed on stage, the language of drama is thgukge of performance. The spoken
language is the focus and this is reinforced byagerparalinguistic devices. Your
knowledge of pragmatic stylistics will therefore thepful in analysing a drama text.

6.0 TUTOR-MARKED ASSIGNMENT

(1) Whatis drama?

(2)  Explain carefully the nature of drama.

(3) What are the essential features of the langoddeama?

(4) Carry out a stylistic analysis of the languaf@any drama text of your choice.
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1.0 INTRODUCTION

Language, by its nature, is not a monolithic entttyaries along many dimensions. Such
factors as topic, setting, participants, mediurm,cendition variations in language. In this
unit, you will be introduced to the important dinsean of language studies which has
some implications for stylistics — that is, registe

2.0 OBJECTIVES

At the end of the unit, you should be able to:
0] define register;
(i)  identify the major determinants of register; and
(i)  describe register elements in a text of your choice

3.0 MAIN CONTENT

3.1 The Meaning of Register

As a signalling system, language varies accordingse and users. Language variety
according to use has been given the technical tegister while that according to users
is referred to as dialect. According to Longe (199b), the idea of register in language
varieties differentiation can be traced back to YWager with his argument for language
differentiation into “field of context distinguisbdeby general subject matter, participants’
interest, etc.” As Longe (1995) submits furthensifrom Wegener's and Malinowski’s
ideas that Firth draws his concepts of contextitolaion, emphasizing appropriateness
of language in situations.

Like most concepts in linguistics, register hasrbgsgbjected to different interpretations.
According to Leckie-Terry and Birch (1995: 6) tleerh was applied by Halliday to mean
“a variety according to use in the sense that eg&aker has a range of varieties and
chooses between them at different times.” Hallidesginguishes that (i.e. register) from
dialect which he describes as “a variety accordingser, in the sense that each speaker
uses one variety and uses it all the time” (Ledkeery and Birch 1995: 6). In their own
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case, Gregory and Carroll (1978: 64) take regigiebe “a useful abstraction linking
variations of language to variations of social eaht In addition, they see it as “a
contextual category correlating groupings of lirsgigi features with recurrent situational
features” (p. 4).

In a simple perspective, when we discuss the cdnokpegister, the use to which
language is put in a specific situation is definedch situation contains elements of
meanings realizable through language. To buttress goint, Longe (1995: 38) cites
Halliday and Hassan (1978) saying that:

The register is the set of meanings, the configumaof
semantic patterns specified condition along with Words
that are typically drawn upon under the realizatbthese
meaning (p. 23).

Different dimensions of situational features arenfreferred to in the characterization of
register, but the core ones are field, tenor andendhe field of discourse deals with the
significant social action, that is, the nature loé tsocial activity engaged in, while the
tenor relates to the dimension of role relationshiipe mode of discourse is a matter of
the symbolic organization of meanings into speectwiting. Field, tenor and mode
dimensions of register characterization can berosghas core ones in at least one sense
— they correspond with Hallidays’ tripartite furaniof language as shown thus:

Field — Ideational function
Tenor — Interpersonal function
Mode — Textual function

In the description of register, roam is made foatib called a situational shift. There can
be a shift in the field of discourse, which wiligger off a shift in the linguistic features
just as shifts in tenor and mode can also occur watrresponding linguistic elements or
features.

Registers therefore determine what we can mearceasioned by what we are doing,
with or to whom and through which channel. In otherds, registers are different ways
of saying different things and tend to differ immsntics and hence in lexicogrammar
and, sometimes in phonology as a realization &f filhe human society in which we live
is complex and calls for diverse or different ocatigns or professions and each of these
professions deploys language in its own peculiay.wehe manner in which each
profession uses language is its register and thawhy register is regarded as an
occupational variety of languages. The variabldsiciv are taken into consideration in
the description of registers, have earlier on bmenmarized into field, mode and tenor.
These variables determine the range within whiclanimgs are selected and the forms,
which are used for their expressions. In other wottiey determine the concept of
register. The notion of register simply refers lie fact that the language we use varies
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according to the situation of use; that is, what ave doing, the participants and the
medium.

The illustration below shows the registers of sdigles of human activities:

Field Words/Expression:

Banking | Statement of account, foreign exchangeouer-draw an account, savings
department , teller, standing order, loan, banktdbad debt, re-conciliatory
account, bulk room, cheque e.t.c.

Wedding| Bride, bridegroom, bestman, chief brides, maid,esagvedding ring, ring
bearing, cutting the wedding cake, marriage registéficiating minister,
reception, for better for worse, till death do astpetc.

Burial Corpse, remains, undertakers, wake keepiogeral oration, last rites,
obituary, cemetery, earth to earth, dust to dust et

Football | Central referee, assistant referee, fbarge, eighteen yard box, penalty kick,
free kick, left winger, midfielder, attacking midfder, defending midfielder,
goalless draw, score draw, half time etc.

Law Counsel, plaintiff, alibi, injunction, jurisdion, civil case, criminal case, for
want of evidence, court summons, onus of proofchdisge and acquitte
contempt of court, bilabial offence, surety, peyjdocus stand etc.

X

Language is a maker of identify and when we speakrite, we show the type of

persons we are, what we do or are doing and treedf/gocial relationship we have with
our interlocutors. This therefore is the kerneltloé concept of register in language
description.

Let us consider, for example, some registers agid pieculiar linguistic features:

(1) The Register of Bureaucracy
- Passive sentences to avoid personal megplity e.g. “I am directed...”
« Peculiar words and expressions such ti@nsfer of service, termination of
appointment, emolument, work force, minutes, meages)da, directivestc.
« Peculiar abbreviations like B/F, K.l.V., PA, DPM,H etc.

(2) Legal Register
+ Use of archaic words and expressions e.g. witndgsaforesaid, wheretofore,
holden, etc.
« Absence of punctuations.
« Peculiar words and expressions such as plainéffpondent, accused, prosecutor,
perjury, want of evidence, prove beyond reasondbit, etc.
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(3) The Register of Science
The language of orthodox medicine, which subsunme$ of nursing, shares many
features with the register of science and thededec
« Use of exact and precise words/ expression.
« Specialised/technical terms.
« Passive constructions to imbue the register withpeirsonal or scientific
objectivity.

Read the following extract which illustrates the rgister of medicine:

“Penicillin is effective against a number of commorganisms including streptococci,

staphylococci, pneumococci and gonococci. It i fiem toxic side effects and can be
given in very large doses, but some people devalepnsitivity which is manifested by

allergic reactions, such as urticaria and even laylaptic shock. For this reason, patients
should be asked if they have had previous pemdikatment, and if thought necessary
they should be given a small test dose” (Adaptechflfhomas, D and Thomas, J. (1969)
English for Nurses ondon: Edward Arnold. P. 82).

Self-Assessment Exercise
Read the extract above again and carry out itssttylanalysis, paying attention to its
register.

3.2 Major Determinants of Register
The three major determinants of register are fiigdpr and mode.

Field

The field of discourse refers to what is happeniagthe nature of the social interaction
taking place: what is it that the participants angaged in, in which language figures as
an essential component? The nature of the acsvitiewhich people are engaged will
reflect in the language they use. The languageeaficme, for example, will differ from
that of farming.

Tenor

The tenor of discourse is also known as the styldiscourse. This accounts for the
formality or informality of the linguistic mediunit further identifies who is taking part
in the discourse, the status and the roles of éngcpants etc in the discourse. The roles
of the participants are what determine the hieiarahd the non-hierarchic roles or the
dominated and the non-dominated. Language wilectfsuch interactions as between
husband/wife, master/servant, doctor/patient, etc.

Mode
The Mode is the symbolic organization of the texg. the rhetorical modes (persuasive,
expository, didactic, etc.). It emphasizes the deanof communication, such as
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spoken/written, monologic  dialogic, visual contact, computer-mediated
communication/telephone conversation and other swdme which communication or
thoughts can be expressed etc. In its grammar egahization, for example, speech is
different from writing. Speech lacks clear sentehoendaries and is replete with what
we call monitoring features and gap fillers suchyasi see,” “you know,” “I mean,” etc.

4.0 CONCLUSION

To understand various discourse types, the elemaihtggisters are very important
because they express the meanings required irtiaybar context. By understanding the
language properties of a situation (i.e., the \aligg field, tenor, and mode), language
users can predict the meanings that are likelyeteexchanged and the language to be
used.

5.0 SUMMARY

The practice of stylistics will expose you to diifat varieties of English, and of course,
any other language of your choice. The registezaufh variety will clearly show in the

vocabulary and to some extent in phonology ancctegrammar. Certainly, language is
variable and that variation in language that isditbtoned by the factor of use is what we
term register.

6.0 TUTOR-MARKED ASSIGNMENT

(1) Read the following text and undertake an analysisfats register
“My lord, the evidence before the course shows thatplaintiffs have confessed
having conducted themselves in a manner likelyalgse a breach of peace and so
there is no substance in the claim that they haem lvrongly accused. | sincerely
opine that there application for an interlocutarjunction is baseless. It definitely
is not ultra-vires that College Authority to havakeén disciplinary measures
against the rioting students. | therefore praydberse to strike out the request for
an interlocutory injunctions.”

(2) Define the concept of register.
(3) Identify and explain the major determinants of ségji.
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1.0 INTRODUCTION

Point of view occupies a prominent place in naoratiT herefore, choosing your point of
view in literature is one of the most vital thingsu will have to do as you sketch your
story. To do it well, one must be aware of the itletaf viewpoint and reflect on how the
viewpoint will impact the story. Thus, in this unite shall explore further what point of
view means and the different points of view we raagounter ifiterature.

2.0 OBJECTIVES

At the end of this unit, you should be able to:

(i) define point of view;

(i) identify different points of view;

(i) describe the point of view in any text of your ateoi

3.0 MAIN CONTENT

3.1  What Does Point of View Entail?

In fictional writings, the person who tells or retgrs a story and how it is told are critical
issues for an author to decide. The tone and thtenimg or sense of a story are usually
affected or determined by who is telling the stang from what perspectivéVe should
recall that someone is always between the readeértlam action of the story. That
someone between the reader and the action tellstdéing from his or her own viewpoint.
This angle of vision, that is, the vidfwom which the people, events, and details of a story
are viewed, is what is known as a point of viewnarrative point of view. Whichever
point of view is chosen by the author, the printiféng he or she does is to narrate a
story. The difference is the stance or perspedtiven which he chooses to narrate his
story.
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Point of view is a narrative device which literaityeans the position at which one looks
at anything. Itis the way the novelist sees characters and, loweweals them in his
inner mind, which may differ from that of the read&hus, (narrative) point of view
determines through whose perspective the stooids t

Point of view enhances our ability to identify tharrator of a literary piece. The three
major types of point of view in novels are firstrpen (observations of a character who
narrates the story), third-person-limited (outsideration, focusing on one character’s
observations) and omniscient, (all-knowing narratotside the story itself). Others are:
second person, objective, limited Omniscient atefahting person points of view.

3.2  First Person Narration

First person narration or point of viewlso known as the autobiographical narration,
describes a situation where the protagonist sp#aksigh the author who adopts the
pronouns, ‘I' and ‘We.” With the first-person poiat view, one of the novel’'s characters
narrates the story. For example; a sentence irval mothe first person might read, “As |
stopped to stare into the river, 1 heard a straoged behind me.” The narrator of the
story is the person who has experienced or witte8s® events he narrates, or in some
literary pieces, the author may assume this posiftsom time to time, the first-person
narrative is used as a way to directly convey theptly internal, otherwise unspoken
thoughts of the narrator. Frequently, the narrat@tory revolves around himself or
herself as the protagonist and allows this protagarharacter’s inner thoughts te
conveyed openly tthe audience, even though they may not be openszlrealed to the
other characters. It also allows that charactéretéurther developed through his/her style
in telling the story.

In some cases, the first person narration may bea®ld story within &tory, with the
narrator appearing as a character in the story.fif$teperson provides total subjectivity
and all the immediacy, intimacy, and urgency ofrgle individual’s conflicts. The first
person also reveals a character’'s awareness atingra storyDavid Copperfield1849-
1850) by the English novelist, Charles Dickensnasrated by the title character and
opens “Whether | shall turn out to be the hero gfawn life, or whether that statiowill

be heldby anybody else, these pages must show. Other examwipjgsse fiction in the
first person point of view ar&ulliver's Travels, Heart of Darknedsy Joseph Conrad,
Wuthering Heightdy Emily Bronte, etc. A rare form of first persoarration is the first
person omniscient in which the narrator is a charain the story, but also knows the
thoughts and feelings of all the other charact&ygpical of this isThe Book Thief by
Markus Zusak.

3.3  Third Person Narration

This mode of narration occurs when the writer doesconnect himself with the other
characters in the novel. In this category of namtthe narrator does not take part in the
action of the story as one of the characters, déuthle audience know exactly how the
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characters feel. We gain the knowledge of the abars: through this outside voice. In
this frame of narration, the author is providedvitie greatest flexibility and, as a result,
it turns out to be the most commonly used narratieele in literature. In the third person
narrative mode, each character is referred to byntrrator as ‘he’, ‘she’, ‘it’ or ‘they’.
For example, a sentence from a story in the thexsgn limited might read, “As they
stopped to stare into the river, they heard a ggasound behind them.” In the third
person narrative, it is essential that the narraomerely an unspecified individual that
conveys the story, but not a character of any kimtained in the story being told. The
third person singular (he/she) is awesomely thetngsosnmon type of third person
narrative voice. An example of the third persorraizon can be seen in the works of the
American writer, Henry James, who employs the tpiedson-limited point of view to a
great effect in books such Bsisy Miller (1879) andl'he Portrait of a Lady1881), with
the central character acting as a person who calnae the significance of events and in
turn transmit that evaluation to the reader.

3.4  Omniscient Narration

In a novel written from the point of view of an oistient narrator, the reader knows
what each character does and thinks. The readertamres this knowledge as the plot
moves from place to place or era to era. An omargcharrator can also provide the
reader with a direct assessment of actions, cleascnd environment. An omniscient
narrator plays no part in a story but is aware Ibffacts, including the character’s
thoughts. It sometimes even takes a subjective capghr One advantage of the
omniscient narrator is that it enhances the sehsbjective reliability of the plot. The
omniscient mode of narration is the least capalbléeing unreliable — although the
omniscient narrator can have his own personal jodgés and opinions on the behaviour
of the characters. In addition to reinforcing tlease of the narrator as reliable, the main
advantage of this mode is that it is eminentlyesliito narrating huge, sweeping, epic
stories or complicated stories involving numerouigracters.

The omniscient point of view has advantages anddg&ntages. Using an omniscient
narrator allows a writer to be particularly clearragards plot developments. This point
of view also exposes the reader to the actionsthadghts of many characters and
deepens the reader’s understanding of the varspesces of the story. However, using an
omniscient narrator can make a novel seem too atghan and artificial, because in
their own lives, people do not have this all-knogvipower. If clumsily executed,
providing thick details may cause the reader te kight of the central plot within a mass
of scenes, settings, and characters.

3.5 Objective Narration

The objective point of view enables the authoretbwhat happens in a narration without
stating more than can be inferred from the stoagton and dialogue. The narrator never
discloses anything about what the characters tlinkKeel. He remains an isolated

observer.
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3.6  Second Person Narration

This mode of narration is uncommon in literaturewdver, it is common in song lyrics.
It is grammatically represented by the second pepsonoun ‘you’, therefore making the
audience feel as if he or she were a characteinititle story. The second person narrator
can be a difficult style to manage. However, whemetwis used, the narration allows the
reader to imagine himself or herself within thei@ttof the novel. The second-person
narrative mode is often paired with the first-p@rs@arrative mode in which the narrator
makes emotional comparisons between the thougttisna, and feelings of ‘you’ versus
“I”. An instance of second-person narration coutd found in Jay Mclnerney’Bright
Lights, Big City.In this novel, the second-person point of viewntended to create an
intense sense of intimacy between the narratortagdeader, causing the reader to feel
powerless against a plot that leads him, blindlyoegh his own destruction and
redemption. Although, Second-person narration caa blifficult style to manage, when
handled properly, it allows the reader to imagimadelf or herself within the action of
the novel. It is capable of putting across strooguaatory tone, which can be achieved if
the narrator condemns or expresses strong feelgait the actions of the focal
character ‘you.’” It can also be effectively usedplace the reader in an unknown,
troubling or exhilarating situation. For instandain Bank, in his novelComplicity,
employs the second person in the chapters dealitigthwe actions of a murderer. The
second-person narrative, althougire, can, if mastered, make a whole lot of aesthet
composition.

3.7  Alternating Person Narration

The general norm for novels is the adoption of rglsi approach to point of view
throughout. However, there are exceptions. Nowadangsy stories, alternate between
the first and third person modes of narration.yfmidal cases, the author moves back and
forth between a more omniscient narrator to a rpersonal first person narrator.

3.8 The Relevance of Points of View in Literature

(a) Point of View Imbues Orderliness in a Story

No story can be told without a point of view. Tharmation of a story by an author
unravels the thoughts and mind of an author, thatpmf view he chooses to take in
order to bear out his thoughts or mind (concernimg characters he creates) are only
different ways of exposing or talking about his r@tders and the world he creates.
Therefore, points of view create access to theghtsy mind and views of an author.
They are the different ways he presents his chenrsend what he thinks about them.
Some of these different points of view give a diraccess or create a direct contact
between the characters and their environment, rgakia reader live in the world of the
characters, while some other points of view dethehreader to an extent, because the
teller of the story is somewhat standing alooft thahe is an observer. The point of view
taken by an author is determined by the author, leowl he chooses to tell his story.
While some authors make use of just one point efvvithroughout the whole story,
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recent writings, as said earlier show a combinadibmore than one. Whichever style or
viewpoint the writer has chosen, point view helpstiganizing a story.

(b) Point of View Recreates how an Individual Expeences the World

Apart from the above, point of view in a story, esiplly the omniscient and the first

person point of views, helps the readers to knovatwdach character thinks. The
omniscient point of view especially, provides treader with a direct assessment of
action, character and environment. Points of vieay mguide or provide the reader with

what to think about a character, a people or aeplabey give the reader the freedom to
form his or her own view of a character, peopla @iace. Again, the particular point of

view chosen by an author can give authenticityldado his characters.

Self-Assessment Exercise
What do you understand by point of view?

40 CONCLUSION

Points of view in literature, undoubtedly, expossues behind the narration of literary’
texts. With a point of view, the story is constegtand with it the story is interpreted.
Authors or writers give coherence to their worksotigh the right point of view as they
reveal character's way of thinking as shaped bydnidher experience, mindset, and
history.

5.0 SUMMARY

In order to carry out a stylistic analysis of anyn of literature, especially prose fiction,
we should be familiar with the point of view whitihe author has adopted. Remember
that point of view is one of the important elemenitprose fiction — it defines the angle
from which a particular story is narrated. Whilastcommon to encounter a particular
point of view throughout in a story, we may alsangss multiple points of view in some
other stories as it is the case, for example, ingig A Grain of Wheat.

6.0 TUTOR-MARKED ASSIGNMENT
(1) What is point of view?
(2) Mention and explain at least three differennof view.
(3) Describe the point of view used in any pros&dn of your choice.
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1.0 INTRODUCTION

From the preceding units, we have been discussytigtEes and the various approaches
to its analysis. In this unit, we shall embark ostydistic analysis of a prose passage with
a view to further familiarising you with the praaiof stylistics.

2.0 OBJECTIVES

At the end of this unit, you should be able to:
0] identify the levels of language descriptionenant to a stylistic analysis;
(i)  Undertake a stylistic analysis of any prosegage of your choice.

3.0 MAIN CONTENT

Since this is a practical section, you should riedfollowing question and the answer
following it. This will serve as a guide to you your future endeavour to analyse
passages stylistically.

Question: Carry out a stylistic analysis of the pasage below:
Wherever 1

went in my campaigning, Boniface sat with me imtrand the
other three at the back of the car. As our jourrmsme
more and more hazardous | agreed to our carrymgiihimum
of weapons strictly for defence. We had live matsha
few empty bottles and stones in the boot. Latemere com-
pelled to add two doubled-barrel led guns. | orgyead to this
most reluctantly after many acts of violence weaged against
us, like the unprovoked attack by some hoodlumstiangs
calling themselves Nanga'’s Youth Vanguard or Naagge,
for short. New branches of this Nangavanga wenagiog
up every day throughout the district. Their deaare
aim was ‘to annihilate all enemies of progress’ d@agbroject
true Nangaism.’ The fellows we ran into carriedcplals, one
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of which read: NANGAISM FOREVER: SAMALU IS
TREITOR. It was the first time | had seen my selfeoplacard
and | felt oddly elated. It was also amusing, sedlbw the
cowards slunk away from road -blocks they haduput
when Boniface reached out and grabbed two of thaders,
brought their heads together like dumb-bells aftdhem to
fall to either side of him. You should have seemttfall like
cut banana trunks, it was then 1 acquired my tiicgthy- the
placard with my name on it. But | lost my windsemewhich
they smashed with stones. It was funny but from the |
began to look out for unfriendly placards carrymg name
and to feel somewhat disappointed if | didn’t desm or saw
too few.

Achebe, C. (1966:112. 113)man of the peopldadan: Heinemann.

Analysis

The passage is a prose depicting a state of andraiyg a political transition. The plot

presents the ordeal the narrator and his four stgmgopassed through in their political
campaigns. Thus, we have a simple plot which caslelexical choice and thematic
concern resonate (and revolve round) politics almdernce. With this background in

view, we may deduce why the language of the predaish and the situation ominous.
The passage makes use of the first person nartatthaique.

At the graphological level, the passage contairs\#6rds and 27 lines. The use of odd
numbers in this context is a pointer to the chaoiad situation presented in the text, as it
is a common knowledge that political transitionsAifnica are always marred by arson,

thuggery and violence. The passage further contamesparagraph of fourteen lengthy
sentences. This underscores the hypocrisy of Afripaliticians who speak lengthy

words to deceive the masses. After assuming ofiea; perform less than expected.

The prose is replete with eight commas, six hypHernth five hyphenated words), two
colons, two quotes and fourteen periods. All theegeprominently used because both the
paragraph and the sentences are long. The senscoiditate the points where new
ideas (slogans) are presented.

At the phonological level, there is the prepondeeaof the sound /s in line two of the
prose. Sound /n/ also features prominently in tlosg as in words like “New, Nanga,
Nangavanga. Nangtrism. Funny, ran”. All these woatsl their associates litter the
whole passage such that they give it some rhythm.

The graphic arrangement of the prose is significné words: “Wherever” and “I” start
it and two words “too” and “few” end it such théaetfirst line is indented to the left and
the last line to the right. Stylistically, it confis the text as an excerpt extracted from a
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portion of a text. It also affirms that the poldlcsituation presented in question is a
dichotomy between two camps and the conflict i®salved in the context.

At the lexico-semantic level, there is an attentt the writer) to reveal that the passage
has to do with politics and political activities sf®own in the choice of such words as:

Campaigning (line 2)

Journey (acts of violence) (line 8)
Vanguard (line 10)

Project (line 13)

Placard (lines 14, 16)

Furthermore, the political problems are carefullggented in words and expressions like:

Campaigning - journeys became more and more hazsaiioe 4)
Weapons for defence (line 5)

Five matchets

Empty bottles

Stones

Two doubled- barreled guns

Nangavanga (a parody of vagabonds)

Enemies of progress

Treitor (traitor) Bottles

The use of such words and expressions above psefiemtwhole scenario as being
chaotic and in a state of anomie There is a kincbdbcation in:

campaigning and hazardous journey

weapons and defence

violence and nangavanga (parody of vagabonds)
enemy and traitor (traitor)

violence and annihilation.

Initially, the writer underplays his role in theolénceby using the word “campaigning”
for his own acts and “violence” for those of higpmnents. Conversely, the opponents in
turn use the phrase “enemies of progress” to fefeéhe narrator. To further justify his
actions (roles), the writer refers to his campaagna hazardous journey which requires
“weapons for defence” (but not weapons for attatkus he uses the word “weapons” to
present the instruments which include “matchetspty bottles, stones and double-
barrelled guns.”

Apart from collocation, another stylistic deviceedsby the author is foregrounding. This
is prominent in the placard’s inscription carrigdtbe narrator’'s opponent which reads:
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NANGAISM FOREVER: SAMALU IS TREITOR.

The statement contains a phrase and a clause.iFpstsents the two political gladiators
i.e. Nanga and Samalu. It also presents the sulmatter, “nangaism’lsmin the context
represents the political hegemony which the beaneast to perpetuate forever. The
clause (Samalu is traitor) presupposes that Samasuonce with the former group of
Nanga before he decamped and decided to challeilsgendntor. It also repeats the
narrator’s identity as Samalu. The spelling of ttiaias ‘treitor’ in the text is a
foregrounding technique that the author employpriesent the bearers (writers of the
inscription) and referent as half-baked or not thetate.

At the syntactic level, the passage contains fanpl sentences and a great deal of
compound complex sentences such as:

“Wherever | went in my campaigning, Boniface sahwne in front
and the other three at the back.”
(Compound-complex).

“Later we were compelled to add two double-barcetiens.”
(Simple)

“It was funny but from then on | began to look dat unfriendly
placards Carrying my name and to feel somewhatpdmated if 1
didn’t see them or saw too few.”

(Compound-complex).

At the level of discourse, certain cohesive tieswsed to hold the text together lexically.
These include:

reference: as in

It was then | acquired my first trophthe placardvith my name on it (sentence

12).

This is a case of cataphoric reference; i.e. fodwaference “trophy” cataphorically
refers to “the placard.”

There are also instances of anaphoric referente as
Boniface...grabbed two of their leaders... You shdwdgde seen them
fall like cut banana truck (sentences 10 and 11)

“them” is an anaphoric (backward) reference to ttweo of their
leaders.”
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Ellipsis
This is a case of recoverable omissions, and fubst by zero. Examples:

Boniface reached out and [Boniface] grabbed twtheir leaders (line
19, sentence 10).

Boniface sat with me in front and the other thresgt][at the back of the
car (sentence 2).

Conjunction
This is preponderant in the whole text. Examplefuithe:

‘and’ —lines 2, 3,9, 13 and 17.
‘but’” —line 23.
‘1if’ —line 26.
‘when’ — line 19.

The conjunctions are used to hold the text togettasd,” “but are used to balance ideas
while “if,” “when” indicate dependency relationshifn other words, the conjunction
identified in the text perform cohesive functions.

40 CONCLUSION

It should be noted that the analysis above is ausample. Therefore, it should not be
crammed. Rather, you are expected to try your hamsseveral prose passages,
following the pattern that is presented to you he® course, you should also
demonstrate some level of creativity in your stidisnalysis.

5.0 SUMMARY

In summary, we may deduce that the author has mexséhe political imbroglio between
two warring factions replicated in the text throudtiferent linguistic stylistic tools.
Through the tone of the passage, it is clear ttmspeaker wants the audience to approve
of his own actions and condemn those of his oppisnen

6.0 TUTOR-MARKED ASSIGNMENT
Carry out a stylistic analysis of the passage below

[Peter Walsh, a middle-aged man who has just retuto London after years in
India, watches a summer evening begin in the Lorstoeets. The time is just after the
First World War.]

Since it was a very hot night and the paper boyst Wwg with placards
proclaiming in huge red letters that there wasat-ave, wicker chairs
were placed on the hotel steps and there, sipgimgpking, detached
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gentlemen sat. peter Walsh sat there. One migldyféimat day, the

London day, was just beginning. Like a woman wha $lgoped off her

print dress and white apron to array herself iretdimd pearls, the day
changed, put off stuff, took guaze, changed to egrand with the

same sigh of exhilaration that a woman breathesbling petticoats on

the floor, it too shed dust, heat, colour; thefitathinned; motor cars,

tinkling, darting, succeeded the lumber of vans] &ere and there
among the thick foliage of the squares an intergge hung. | resign,

the evening seemed to say, as it paled and fadmeedhe battlements
and prominences, moulded, pointed, of hotel, #at block of shops, |

fade, she was beginning, | disappear, but Londomdvieave none of it,

and rushed her bayonets into the sky, pinioned ¢temstrained her
partnership in her revelry.

... The prolonged evening was. Inspiring... For as ybang people

went by with their dispatch-boxes, awfully gladle free, proud too,
dumbly, of stepping this famous pavement, joy okiad, cheap,

tinselly, if you like, but all the same raptureydhed their faces. They
dressed well too; pink stockings; pretty shoes.yTWweuld now have

two hours at the pictures. It sharpened themfihed them, the yellow-

blue evening light; and on the leaves in the sqsamne lurid, livid —

they looked as if dipped in sea water- the foliafja submerged city.

Virginia Wolf (1882 — 1941)
From ‘Mrs Dalloway’ (adapted)

7.0 REFERENCE/FURTHER READING
Achebe, C. (1966)A Man of the Peopldbadan: Heinemann.
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1.0 INTRODUCTION

This unit is devoted to an analysis of a samplendrgiece. You will need to read the
passage carefully, paying particular attentionhi stylistic elements deployed in it and
also noting the contrast in the dramatic genre #rel prose genre analysed in the
previous unit.

2.0 OBJECTIVES

At the end of this unit, you should be able to:
(1 list the stylistic features in a given dramgti@ssage;
(i)  carry out a stylistic analysis of a drama text

3.0 MAIN CONTENT

The task before you is to read the following drap@ssage and its analysis, paying

particular attention to its stylistic features Highted.

Question: Carry out a stylistic analysis of the fdbwing drama passage:

Pilkings: Joseph, are you a Christian or not?

Joseph Yessir

Pilkings: Now Joseph, answer me on the honour of a ChnistMWhatis supposed to
be going on in town tonight?

Joseph Tonight sir? You mean that chief who is goingiltng himself

Pilkings: You do mean he is going to kill somebody do@wt§

Joseph No master. He will not kill anybody and no one Ivkill him. He will
simply die
Jane But why Joseph?
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Joseph: It is native law and custom. The king die last thoTonight is his burial.
But before they can bury him, the Elesin must die&s to accompany him
to heaven.

[Soyinka, W. (1975)Death and the King’s Horsematbadan: Spectrum.
pp 26-27].

Analysis

The text presents three people probably at homandpa casual but not entirely friendly
conversation. Two men are presented against aifadgrms of characterization. This
involves gender imbalance. The plus higher roleviglent through the use of the first
name by Pilkings and Jane for Joseph. The minusehigple in language manifests in
Joseph’s answers to Pilkings and Jane. Josephymadtls the honorific ‘sir’ to his
answers while replying the Pilkingses. i.e. Pillarand Jane who are husband and wife.
The casualness of the conversation is also evithentugh the use of incomplete and
ellipted sentences. At the same time, the langeagebe said to be official through the
use of question/ answer technique as well as wike&lSsir, honour, master”, etc.

Since the passage is a dramatic one, it is expethdmegin our analysis at the level of

discourse. It should be noted that the passagemsethree speakers; one lady and two
men. On the whole, we have a transaction that samebusly contains an exchange,
eight moves and fourteen acts. The first statenseamtgrammatical act of sentence while

the second statement is an act (word) as in:

Joseph, are you a Christian or not? (Act —sentendejyn 1
Yessir (Act-word) — Turn 2

The text graphologically, contains eight turns. Tdoversation starts with adjacency
pairs of questioning/ answering technique and s$batnds the same way. There is,
therefore, a preponderance of the adjacency paitke text. In terms of function, the

dominant discourse act is the elicitation act. Guthe eight turns, five are designed to
ask questions. This is evident through the useuebtion marks in turns 1, 3, 4, 5 and 6.
Meanwhile, the remaining three turns provide answerthe questions; hence, they are
functioning as informative acts.

The major cohesive ties inherent in the play- texare ellipsis, conjunction, lexical
cohesion and reference. These are expatiated below:

Ellipsis
Turn 2: Joseph: Yessir [{yes} | am]

Turn 8. “It is native law and [it is] custom.”
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Turn 2is a response to the question ‘are you a Christiamot P.” As such, the answer is
affirming that he is. Turn 8 shows the elision dfi8”. The above are cases of clausal
ellipsis [‘lam” and “it is”. Each of them containgronominal subject and a be-verb.

Turn 6: “No [I don’t] master”. This is another caskclausal ellipsis.

Conjunction
Another prominent cohesive tie is conjunction. Tpassage is largely replete with
coordinating conjunctions and a subordinating cocijion as in:

Turn 4 —who... [Subordinating conjunction]
Turn 6 —and... [Coordinating conjunction]
Turn 7 —but...  [Coordinating conjunction]
Turn 8 —and... [Coordinating conjunction]

Lexical Cohesion
Another cohesive tie in the text is lexical cohasiBor instance,

You do mean he is going to kitomebody —Turn 5
He will not kill-anybody —Turn 6
No one will kill him- Turn 6

Reference
Reference is another tie deployed by the playwrighis manifests in:

“Joseph, argoua Christian or not”- Turn 1
“You” is an anaphoric reference to Joseph.
“The king die last month. Tonight ies burial”, - Turn 8;

“his” is another anaphoric reference to ‘the king'.

At the lexico-semantic level, the use of words amgressions like “Christian”, “native
law” and “custom” is significant. The words preséme conflict in the play i.e. modern
Christianity versus native traditional belief. Onetother hand, we have two white
personalities trying to cajole a black servant itelling them the fellow black man’s
secret. Finally, the words are thematically poigtia colonization and its negative effect
on the traditional beliefs. The theme of destructa death can be deduced from the
preponderance of the following words in the disseur

Kill - Turns 4, 5. 6 (2 times)
Die - Turns 6 and 8 (2 times)
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Bury -Turn 8

Burial -Turn 8

At the syntactic level, the conversation is presdnmostly in simple and compound
sentences. For instance:

Are you a Christian or not? — Turn 1 - Simple seoée
Yessir [l am] — Turn 2 - Simple sentence
Answer me on the honour of a Christian — Turn 8ne sentence.

He will not kill anybody and no one will kill him Furn 8 - Compound sentence.

The above sentence typology is used as a majouréeaif the drama text. It is also
employed so as to bring about mutual intelligigimong the interlocutors who are not
from the same social and ethnic backgrounds. Amyptexity of statement or idea might
be unintelligible to either of the party.

40 CONCLUSION

The above analysis serves agnodel and should not be memorized. The approach
adopted can be improved upon as you come acrofgetif dramatic texts. What is
important is that whatever observation you maketnhase its basis in the text. You
should avoid a deliberate misinterpretation of tax you analyse.

5.0 SUMMARY

In summary, we may conclude that the playwright px@sented his idea with simplicity
of language and discursive elements that reducestietdasks on the part of the reader to
comprehend. Thus, the simplicity of language hakhematic motivation, as well as
relevance, especially for characterization. Notg thoseph is a ‘lesser’ character when
compared with the Pilkins (husband and wife).

6.0 TUTOR-MARKED ASSIGNMENT

Carry out a stylistic analysis of the drama pass$eew:

When thecurtain rises, theet isin darknessut fora single spot upon thEOMMON MAN
whositson abig propertybasket.

COMMON MAN (Rises) It is perverse! To start a play made ugiofys
and Cardinals in speaking costumes, and intelléciugh embroidered
mouths, with me.

If a King or a Cardinal had done the prologue hHeade had the right
materials. And an intellectual would have shown ugto majestic
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meanings, colored propositions, and closely wowvemngical stuff to
dress the House of Lords! But this!

Is this a costume? Does this say anything? It barelers one man’s
nakedness! A bit of black material to reduce Oldasdto the Common
Man.

Oh, if they’'d let me come on naked, | could havevan you something
of my own. Which would have told you without words-Something
I've forgotten . . . Old Adam’s muffled ugBackingtowards the basket)
Well for a proposition of my own, | need a costuifieakes out and puts
on the coatand hat of STEWARD) Matthew! The Household Steward of
Sir Thomas MorelLights comeup swiftly onset. He take$rom the
basket five silvegob-lets, one forger than the otherand ajug with a
lid, with which he furnishesthe table- A burstof conventional
merriment off; be pauses amtlicates heaaf stairs) There’s company
to dinner. (He pours a cup of wane) all right! Anr@aon Man! A
Sixteenth-Century Butler! (Helrinks from the cup) All right—the
Six——(He breaksoff, agreeablysurprised by the quality of the liquor,
regards the jug respectfully arttinks again from jug) The Sixteen
Century is the Century of the Common Man. (plés down the jug]
Like all the other centuries. And that's my propiosi.

(During the last part of the speech, voie¢ésheard off. Now, entert
thehead of the stairs|R THOMAS MORB.

STEWARD: That's Sir Thomas More.

MORE: The wine please, Matthew?
STEWARD: It's there, Sir Thomas.

MORE: (Looking into the jug) Is it good?
STEWARD: Bless you, sir! | don’t know.

(From Robert Bolt’'s A Man For All Seasons)

In carrying out the analysis, pay attention to thessage/subject-matter and phono-
graphological, syntactic and lexico-semantic deviemployed in the text.

7.0 REFERENCES/FURTHER READING
Soyinka, W. (1975)Death and the King’s Horsemaladan: Spectrum. pp. 26 — 27

Wallis, M. & Shepherd, S. (1998%tudying PlaysLondon: Hodder Arnold.
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1.0 INTRODUCTION

The language of poetry, you will remember, is usueharacterized by some stylistic
features which can be analysed at graphologicabp@logical, syntactic and lexico-
semantic. It is all these features that give adigwork, like a poem, what Fowler (1975:
11) calls “identity.”

2.0 OBJECTIVES

At the end of this unit, you should be able to:
) describe the procedures to follow in doing a stiglianalysis of a poem;
(i)  carry out a stylistic analysis of any poem of yohoice.

3.0 MAIN CONTENT
Read the poem below carefully:

You may write me down in history
With your bitter, twisted lies,

You may trod me in the very dirt
But still, like dust, I'll rise.

Does my sassiness upset you?
Why are you beset with gloom?
‘Cause | walk like I've got oil wells
Pumping in my living room.

Just like moons and like suns,
With the certainty of tides,
Just like hopes springing high,
Still I'll rise.
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Did you want to see my broken
Bowed head and lowered eyes?
Shoulders falling down like teardrops,
Weakened by my soulful cries.

Does my haughtiness offend you
Don’t you take is awful hard.

‘Cause | laugh like I've got gold mines
Digging’ in my own backyard.

You may shoot me with your words,
You may cut me with your eyes,

You may kill me with your hatefulness,
But still, like air, I'll rise.

Does my sexiness upset you?
Does it come as a surprise?

That | dance like I've got diamonds
At the meeting of my things?

Out of the huts of history’s shame
| rise
Up from a past that’s rooted in pain
| rise
I’m a black ocean, leaping and wide,
Welling and swelling | bear in the tide.
Leaving behind nights of terror and far.
| rise
Into a daybreak that’s wondrously clear
| rise
Bringing the gifts that my ancestors gave,
| am the dram ands the hope of the slave
| rise
| rise
| rise
(Maya Angelou (1978) “Still | Rise”)

3.1. Graphological Features

The poem is divided into eight stanzas. Each offitiseto seventh stanzas contains four
lines. The eighth stanza, however, comprises fiftéges. There is predominant use of
the question mark in the poem as this could be sedéines 5, 6, 13, 14 17, 25 and 28.
This is, perhaps, not unconnected with the backgtaf the poem, which has to do with
the Black American slaves’ constant but purposiuesy for identity and freedom from
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the white masters’ oppression and tyranny Both canmand full stop are also used,
almost in equal proportions, in the poem. Thertbésuse of apostrophe in the poem; e.g:

I'll (lines 4, 12 and 24)
‘Cause (lines 7 and 19)
Don’t (line 18)

I've (lines 7, 19 and 27)
That's (line 31)

I’'m (line, 33)

Apostrophe is a graphological tool employed to ltatle the colloquial nature of the

language used in the poem. This, probably, showsctrefree attitude of the poetic
persona to her uncaring audience. The poem is emalble as its form represents its title.

The successive repetition of “I rise” in three Lsria the final stanza of the poem cuts the
image of a rising phalanx. Thus, the form of themas quite reflective of a group of

people rising against the tide of oppression anahtyy

3.2 Phonological Features

There are some phonological features in the poerohwhcilitate a degree of musicality
in it. Rhyme, as a prosodic element in a poemtiliged in a good measure in the poem.
This is noticeable in lines 2 and 4, 6 and 8, 10 32, 14 and 16, 18 and 22 and 24,
26 and 28, 33 and 34, 35 and 37, and 39 and 40mlis&cality which the use of rhyme
evokes in the poem appears to have made it atitattion to the disdainful message
which the poetic persona is trying to get acrodsetoaudience.

The use of repetition in “1 rise”, which, thougledins the poem as “I'll rise” is another
noticeable phonological feature which assists atiplg emphasis on the resolution of the
defiant poetic persona not to allow anything dagrfrom achieving freedom.

3.3  Syntactic Features

The sentence types that are commonly used in teenpare the imperative and the
interrogative. The use of these sentence typesdrazes with the tone and the mood of
the poetic persona. While the pseudo imperativeesens such as the following:

You may write me down in history (line 1)

You may shoot me with your words, (line 21)
You may cut me with your eyes (line 22)

You may kill me with your hatefulness (line 23)

Show the dare devil poetic persona’s attitude odfinga her listener's bluff, the
interrogative sentences, such as the following:

Does my sassiness upset you? (line 5)
Why are you beset with gloom? (line 6)

124



Did you want to see me broken? (line 13)
Does my haughtiness offend you? (line 25)
Does my sexiness upset you? (line 25)

have the illocutionary force of probing the reasdor the oppressor's oppressive
tendencies which are to the detriment of the popéicsona. Again, both simple and
complex sentences are used in a good measure ipod®. There is cohesion in the
structural patterns of the poem through the ustetonjunctions, ‘but’ and ‘like’ as we
have in the following lines:

But still, like dust, I'll rise (line 4)
Just likehopes springing high, (line 11)
But still, like air, 111 rise, (line 24).

Bondage, on the other hand, manifests through #ee aii subordinators like ‘cause’
(because] and ‘that’ as shown in the following $ne

Why are you beset with gloom?

“Causel walk like I've got oil wells (lines 7-8)

Don't you take it awful hard

‘Causel laugh like I've got gold mines (lines 18-19)
Does it come as a surprise

That1 dance like I've got diamonds (lines 26-27).

The use of these devices, especially, bondage lwhkiows dependency) probably
depicts the servitude in which the Black Americdaves were to their white masters
while slavery lasted in America. Most of the simgkntences utilized in the poem are
inverted as follows for stylistic effect:

...like dust, I'll rise (line 4)

Still I'll rise (line 12) ...

...like air I'll rise (lines 24)

Out of the huts of history’s shame

| rise (lines 31 32)

Into a daybreakhat’s wondrously clear
| rise (lines 37-38)

Inverting structures in a text manifests ooéthe concepts of style known as
deviation from the norm, and it is a form of foregnding inversion in this poem may
have to do with the audacious poetic-persona ddiregunusual by confronting her
oppressor-listener. Besides, and very importaritlg, fronting of the adjuncts in the
above-cited structures is a means by which empisachieved.
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3.4 Lexico-semantic Features

Although, a cursory look at the poem would suggbst the reader might not have
difficulty in understanding the message in it, gtrioteworthy that the poem employs
some words and expressions that demand a carefilyss for their meanings to be
properly decoded. This is because such words areisual collocations — a situation
which creates some stylistic effects. Such unuso#ibcations include the ‘words’ in
‘You may shootme with your words‘cut’ and ‘eyes’ in ‘“You may_cutme with your
eyes; ‘kill’ and ‘hatefulness’ in “You may kill me witlyour hatefulnessand ‘black’ and
‘ocean’ in ‘' am black ocean They bring about strikingly metaphoric meaninpatt
draw the reader closer to the import of the posigssage. It is not unlikely that the poet
does this to show the inequality between the whtesters and the black American
slaves.

Apart from metaphor, simile is also employed by ploet to some stylistic advantages.
The simile in each of ‘.. .likelust’, ‘... like air...” and’...likeI've got diamonds’ creates
an imagery which helps in enhancing the readert#etstanding of the message in the
poem.

4.0 CONCLUSION

On the whole, Maya Angelou’s poem, “Still | Risegmoys rich poetic devices to a
number of purposes such as explaining, illustratireyealing and clarifying. Note,

however, that the analysis provided here is notegtive, but it can guide you in dong a
meaningful analysis of any poem you may encounter.

50 SUMMARY

In reading a poem, you should pay attention tocdstent, form and language. Your
analysis should also be well organized and therst ine evidence for any observation
you make. You should realize that effective readofga poem is essential to its
productive analysis. It is only when you read andarstand a poem thoroughly that you
can attempt its meaningful analysis.

6.0 TUTOR-MARKED ASSIGNMENT
(@) Carry out a stylistic analysis of the poem helat the graphological,
phonological, syntactic and lexico-semantic levels:

The Negro speaks of Rivers

I've known rivers:
I've known rivers ancient as the world and olderththe flow of human blood in
human veins.

My soul has grown deep like the rivers

| bathed in the Euphrates when dawns were young

| built my hut near the Congo and it lulled me lgep

| looked upon the Nile and raised the pyramids albov
| heard the singing of the Mississippi when Abeddim
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Went down to New Orleans, and I've seen its muddy
Bosom turn all golden in the sunset

I've known rivers:

Ancient, dusky rivers.

My soul has grown deep like the rivers. (Langstarghks)
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