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Thematic Development in Noruwei no Mori:
Arguing the need to account for co-referential ellipsis

Elizabeth Anne Thomson
University of Wollongong

Introduction

In November 1996 the Japan Association of Systemic Functional Linguistics sponsored a
workshop on Theme analysis in which the beginning of chapter one of Murakami’s
Noruwei no Mori (Norwegian Wood) was vused to illustrate how systemic functional
grammar can describe thematic development in Japanese. This paper derives from that
workshop.

This paper details a discourse perspective approach to Theme analysis taking into
account the role of ellipsis. It argues that the method of development of Noruwei no Mori
correlates with the organization of the individual clauses within the text. This correlation
is evident in the choice of the first position element in the clause. This element functions
as Theme and participates in the thematic development of the text as a whole.

The element that realizes Theme is at the same time participating in other systems in
the grammar. While it has been necessary to isolate Theme as a separate grammatical
function to see what textual meaning it realizes, it is important to describe how it interacts
with other systems, and how this interaction affects thematic choices. For example, Theme
interacts with ellipsis of participants in the first position of the clause. This paper will
argue that ellipsis must be taken into account when analyzing Theme in Japanese.
Analysis which ignores the role of ellipsis is impoverished to the extent that a clear
illustration of the method of thematic development within the text does not result.

Ellipsis

Let me begin by describing ellipsis in Japanese. Boxwell (1995), in his informative paper
on the operation of ellipsis in Wen, a language of Papua New Guinea, discusses and
describes ellipsis in a cogent manner. I will take his lead and explain ellipsis in Japanese
according to his description.

~ Boxwell begins with Halliday and Hasan's (1976: 143) definition: ‘an elliptical item
1s one which, as it were, leaves specific structural slots to be filled from elsewhere’.
Boxwell (1995: 131) then adds, ‘ellipsis, then, is characterized by the noticeable omission
of element(s), and the resultant incompleteness of structure and the recoverability of the
omitted element(s) from the context’. Consider the following Japanese examples:

1) Hannin ga shinnyuu shite toosoo suru made [zero] yaku 5 hun kan datta.
The time it took for the man to enter and escape was within about 5 minutes.

2) Mikka wa Setsubun [zero] .
The third was the Setsubun Festival.

3) Obaasan wa ureshikute, [zero] sugu te o nobashite, [zero] sore o tsukamaemashita.
The old woman was delighted, so she stretched out her hand and she grabbed it.
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Example 1) illustrates an elliptical nominal Thing, jikan (time). The ellipsed Thing is
recoverable from the immediate situation and not the cotext. Example 2) illustrates an
implicit relational process. The verb, darta (was) is missing. The ellipsed verb is
recoverable, not from the immediate situation, but in a sense, from the cotext, via the
predictability of the grammar. In example 3) the Actor, obaasan (old woman) is
mentioned in the first clause and then omitted in the subsequent two clauses. The ellipsed
Actor, obaasan is recoverable from the immediate cotext. In this example, obaasan in
the subsequent two clauses is given information, information already presented to the

reader/listener. It is an example of anaphoric reference and is assigned this status via the
operation of ellipsis.

Ellipsis and co-referentiality

The type of ellipsis represented by examples 1) and 2) above occurs frequently in
Japanese but the kind of ellipsis that is illustrated by example 3) is the kind that is under
discussion here. This type of ellipsis occurs frequently in first position and therefore
interacts with and affects Theme. It is important then, that we look more closely at this
type of ellipsis, how it functions and what meaning it realizes.

Ellipsis is one part of the lexico-grammar that ‘contributes to the semantic structure
of the discourse ... [setting] up a relationship that is not semantic but ltxicngrammatical
— a relationship in the wording rather than directly in the meamng (Halliday, 1994:
316). In English, ellipsis generally realizes relationships of ‘co-classification’ (Hasan,
1984a, 1985] however, it is recognized that ellipsis also plays a role in “establishing the
relation of co-referentiality’ (Boxwell, 1995: 124). Co-referentiality 1s a kind of
reference that must meet two conditions:

1. there must be at least ‘two instances of reference’.
2. the reference must be to the same thing.

In Japanese, the kind of ellipsis illustrated in 3) above functions to co-refer. It refers
back to, and in some cases, forward to the same referent which creates identity chains and
ties between clauses. This co-reference is most evident in Participant ellipsis as illustrated
in example 3) above. It is however, also possible to have other Participant and Process
ellipsis. Consider example 4) below.

4) (i) Kusa no nioi, kasuka na hiyayakasa o hukunda kaze, yama no ryoosen, inu
no naku koe,
sonna mono ga mazu saisho ni ukabiagatte kuru.
(ii)[zere] totemo kukkiri to [zero] .

(1) The smell of the grass, the slight cold wind, the mountain ridge, the noise of the
dog bark, these things were the first things to surface.
(i1) (They) (surfaced) very clearly.

In the second clause (ii), both the Phenomenon as Subjecl, ..sonna mono (these
things) and the mental process, ukabmgaﬂe kuru (to surface in one’s mind - to recall) are
ellipsed and in each case the ellipsed item is recoverable from the cotext immediately
preceding the clause, totemo kukkiri to (very clearly). In each case the elli item and
its presupposed item refer to the same situational referent and so are co-referential. It is
this kind of co-referential ellipsis that interacts with Theme in Japanese texts.

Now let me turn briefly to a discussion on the realization of Theme before
demonstrating how co-referential ellipsis and Theme interrelate.

Theme

Halliday (1994: 37) defines Theme as ‘... the element which serves as the point of
departure of the message; it is that with which the clause is concerned... [and] the part in
which the Theme is developed is called in Prague School terminology the Rheme’. This
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definition excludes any conflation between the organization of information into ‘new’
and ‘given’ with the organization of a message into Theme and Rheme. Fries (1995)
rightly points out that Halliday’s definition of Theme is metaphorical and difficult to
interpret. He consequently offers a less metaphorical and more interpretable rewording
of Halliday’s definition: ‘The Theme of a T-unit provides a framework within which the
Rheme of the T-unit can be interpreted’ (Fries, 1995a: 4). In this definition the term, T-
unit corresponds to what Fries calls, ‘an independent conjoinable clause complex, a unit
very similar to the “T-unit” of American educational literature’ (Fries, 1995b: 49).

Theme, as defined above, is a functional category which suggests that the category of
Theme can be realized by different languages using different realization devices. To
understand this distinction, let vs look at the realization of Theme in English.

Theme in English is realized by first position in the clause (Halliday, 1994: 38). Halliday
uses the following texts as examples.

a. The duke has given my aunt that teapot.
Theme |l Rheme

b. Very carefully, she put him back on his feet again.

Theme I Rheme
¢. For want of a nail, the shoe was lost.
Theme I Rheme

In each of the above examples Theme is realized not by the grammatical unit of
nominal group (1), adverbial group (2) or prepositional phrase (3), but by the position
these elements occur in, that is, first position.

Thematic Development

While these examples a), b) and ¢) above are at clause rank, Fries (1983: 119) has
demonstrated that in English the notion of Theme ‘correlates with the method of
development of a text and the nature of text’. In other words, by following the thematic
progression of a text one can see clearly the argument or purpose of that text. Tracking
Theme makes explicit the method of development of a text. Fries has borrowed heavily
from Dane¥’ work on thematic progression in which Dane¥ defines thematic progression
as ‘... the choice and ordering of utterance themes, their mutual concatenation and
hierarchy, as well as their relationship to the hyperthemes of the superior text units (such
as the paragraph, chapter...), to the whole text, and to the situation. Thematic progression
might be viewed as the skeleton of the plot’ (Dane§, 1974: 114). Dane$ identifies three
generic types of thematic progression. These are: 1) simple linear thematic progression in
which the Theme of a clause originates in the Rheme of a preceding clause; 2) thematic
progression with a continuous Theme that ‘enters into relation with a number of different
Rhemes’; and 3) thematic progression with derived Themes (Dane%, 1974: 118-119).
According to Fries (1995¢c: 320), ‘In this case, the passage as a whole concerns a single
general notion, and the Themes of the various constituent clauses all derive from that
general notion, but are not identical to one another. These three types are illustrated in
Figures 1, 2 and 3 below.

Theme 3 ~——P Rheme 3

Figure 1 Linear Thematic Progression
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Theme | f——g Rheme |

miu—h@

v

Theme | —8{Rheme 3

Figure 2 Continuous Thematic Progression

General Theme

T1 R 1

)

.

T3M{R3

Figure 3 Derived Thematic Progression
(Danes, 1974: 118-119)

Martin (1993) also discusses the method of thematic development and its connection
to text type. In his work on the analysis of Australian junior secondary science and
history discourses he analyzes the themes and the information structure of a group of
texts used by students and states: ‘Thematic selections ... articulate an angle on the field
which is patterned in semantically definable ways ... reflecting the different methods of
development appropriate to Reports in science and history and to scientific Explanations’
(Martin, 1993: 244). Martin clearly demonstrates that the themes of scientific and
historical discourses are different because they contribute to the overall purpose of the
text, that is, to the genre. He notes that

.. scientific discourse in junior-secondary school textbooks is organized

as one large report, within which explanation and experiment genres are

embedded. In contrast, history textbooks at this level are organized as

generalized recounts, within which reports and more occasionally

exposition are embedded. Generically then science is about what the

;'g;ld is like, whereas history is about what happened (Martin, 1993:
;

Halliday, Fries and Martin demonstrate that Theme/Rheme constructions are relevant
in different environments: those of the clause (implicit in Halliday's definition), clause
complex (explicit in Fries’ definition), paragraph and text (explicit in Martin’s work).
Martin argues that Theme at paragraph and text level echos the textual structures of
Theme/Rheme and information organization at clause rank. This illustrates the fractal
nature of Theme. That is, Theme is a functional category that can ‘manifest in different
ranking environments’ (Matthiessen, 1995: 90).

Having briefly sketched the systemic functional description of Theme I would like to
present an analogy of the function of Theme in text. Thematic development 1s like a
system of road signs. A road sign points the driver in the direction he/she wishes to go.
The sign is labelled. It tells you where you are going. If it didn’t have a label, you
wouldn’t know where you were going and if the sign didn’t indicate a direction, then you
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wouldn’t know which way to go. In other words, a road sign must have two characteristics
to be interpretable. It must label the place in which it points and it must indicate the
direction. A road sign does not point nowhere. And neither does Theme. Individual
Themes are like road signs and when all the signs or Themes are taken as one system, this
constitutes thematic development. Halliday argues that ‘if in any given language the
message is organized as a Theme-Rheme structure, and if this structure is expressed by the
sequence in which the elements occur in the clause, then it seems natural that the position
for the Theme should be at the beginning, rather than at the end or at some other specific
point’ (Halliday, 1994: 38). Following this logic through and applying it to my analogy
above, it would seem that in a language that structures Theme as first position in the
clause, then Theme, our road sign will point from nght to left (in a language that is
orthographically written right to left) or else, top to bottom (in a language like Japanese
where it can be written vertically). Thus Theme intrinsically incorporates directionality,
that is to say, it relates to the unfolding of text in time.

Extending the analogy a little further, consider you are driving to a country fair.
There 1s a sign on the road which tells you the name of the fair and points in the direction
of the fair. A little further down the road, there is another sign confirming that you are
going in the right direction, and still further there is another sign but this time the sign
does not have any label, rather it just has the same kind of arrow, let’s say, a red one.
While ever you keep finding red arrows you know that they point to the fair. You know
this because the arrow is the same and that is the clue that leads you back to the original
sign which named the fair. In other words, even without the wnitten ‘label’ on the road
sign, the driver knows that the arrow is pointing in the direction he/she wishes to go. The
‘label’ is retrievable from the context. I suggest that this also possible with Theme. While
the Theme stays the same, or the label on the road sign does not change, then the listener
or reader can continue on through the text knowing that the Theme remains constant. In
other words, Themes can be operating even if they are not explicitly named. It is this
phenomena that I want to discuss in relation to thematic development in Japanese. In
Japanese, Themes exist, they are operational but they may or may not be explicitly
evident in the text, that is to say, they are not named.

Theme in Japanese

So far, I have talked about the notion of Theme and how it is realized in English. I now
want to turn to Theme as it is realized in Japanese and then look at how ellipsis and
Theme interact.

Japanese sentence structure has been likened to a train (Tsukuba Language Group,
1991: 14). The verb is always sentence final (the train engine) with the other elements
preceding the verb in packages of ‘element+particle’. These packages are Participants
and Circumstances in the Transitivity structure. The packages are like the train
cars— ‘The engine of the train is pulling a passenger car, a dining car and a freight car.
The order of the cars can change, but the engine always comes in rightmost position’
(Tsukuba Language Group, 1991: 14). The salient point here is that the order of the
‘cars’ can change. Students of Japanese, myself included, are told that the order of the
elements does not matter provided the verb is always sentence final. Yet, from a systemic
functional point of view that is a weak argument. Halliday has argued that choice in
language 1s never unmotivated. If you have a choice as to where to put parts of a sentence
then that choice must be motivated by something. Usually this motivation relates to the
creating and organizing of textual meaning: ‘Systemic theory is a theory of meaning as
choice ..." (Halliday, 1994: xiv).

Here hes justification for the existence of Theme in Japanese. Is the motivation
behind the choice of positioning elements in a Japanese clause related to thematic
organization? Samuel Martin strongly suggests that it is in his book, A Reference
Grammar of Japanese. He states that ‘Japanese is usually said to have a free word order
with respect to the adjuncts. This means that so long as you put the predicate (the nuclear
sentence) at the end, where it belongs in a well-planned sentence, you are free to present
each of the build-up phrases early or late as you see fit .... thematization, for example, will
place an adjunct at the beginning of the sentence’ (Martin, 1988: 35).
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Furthermore, Japanese has a typical, unmarked word order of SOV
(Subject”Object*Verb). The grammatical subject, that is the Actor/Agent in the
transitivity structure, tends to be in first position. It follows then that the Actor comes first,
unless there is a good reason not to position it first. The Actor precedes the Process

t};erc}:y enabling a Theme/Rheme structure expressed by the sequence of the elements in
the clause.

The above argument, that Theme in Japanese is realized by first position in the clause,
suggests the following hypothesis: If first position is salient for thematic organization of a
Japanese text then changing the first element of the clause should disrupt the Theme
thereby making the message in the text difficult to retrieve. I tested this hypothesis by
selecting two authentic Japanese newspaper articles in which I changed the first element in
the clauses in each article. This effectively re-ordered the elements without changing the
logico-semantic relationships or the grammatical structure. Thirty native speaker
informants were then given the original and the tampered texts and asked to read them
both and decide which, in each pair was the easier to read and understand. The results
showed that the original texts were by far easier to read and understand. This study is
reported in detail in Testing for Theme in Japanese, (Thomson, 1998: 219-242). The
study clearly showed that first position mattered in Japanese thematic development. The
readers found that they either became lost or they found it difficult to follow the point of
the texts when the first position elements were changed.

As a result of the above study I claimed that first position realizes Theme in Japanese.
I have analyzed the first section of chapter one in Murakami’s novel, Noruwei no Mori
applying this claim. Based on the premise that first position realizes Theme, let’s look at
what these Themes look like. '

Unmarked Theme

The unmarked Theme in Japanese is that element which is found in first position, that
being most typically, the ‘doer’ Participant in the transitivity structure. Of course each
transitivity process type has a different type of Participant: in the material processes we
have Actors; in verbal processes we have Sayers; in mental processes, Sensers; in
existential processes, Existents; in relational processes, Identifieds and Carriers etc. Each
of these Participant types are typically found in first position. Generally, unmarked
Themes are followed by particle wa as they are most often organized as ‘given’
information. Look at the following examples from Noruwei no Mori.

(1)

[Trami wa nai.

| Pain does not exist

‘Theme : s : S e
2) ,

Boku wa nanigoto ni yorazu bunshoo ni shite kaite minai koto ni wa
monogoto o umaku rikai dekinai to iu taipu no ningen na no
da

I am the kind of human being who cannot understand incidents
well no matter what the event unless I write them down.

Theme Rheme

In each of the examples above the Theme is a Participant: in (1) the Participant is the
Existent (the thing that exists); in (2) the Participant is the Identified (the thing that is
identified by the information in the Rheme). These are unmarked Themes.
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Marked Theme

Marked Themes are clause constituents which are not usually found in first position but
are put in first position nonetheless, thereby contributing to thematic development. These
constituents are usually circumstantial Adjuncts or Participants that are not the ‘doer’ in
the transitivity structure such as Goal and Phenomenon. Consider these examples.

(3)

Shikashi Hanburuku Kuukoo Ruhutohanzuki no karera wa itsumo vori nagaku

naka de, itsumo vori tsuyoku boku no
atama o keritsuzukete ita.
But in the Lufthansa plane at Hamburg airport, these things continued to kick

around in my head longer and
stronger than usual.

Circumstance: Location Process: material
| Theme I Rheme

(4)
Sono hoka ni wa donna mono-oto mo nakatia. |
Other than that, there was no other sound.
Circumstance: Accompaniment Process: material |
Theme Rheme

(3)
Sono merodii wa itsumo ne voo ni boku o konran saseta.
The melody confused me as always.
Participant: Phenomenon Process: mental deii=il
Theme 1 Rheme

Examples (3) and (4) illustrate circumstances as marked Theme while example (5)
illustrates a ‘non-doing’ Participant, Phenomenon as a marked Theme.

Theme in Clause and in Clause Complex

The examples thus far are all examples of Themes in a clause simplex. In other words,
each example is of Theme in a single clause functioning in the text. However, often times
one clause combines with one or more clauses to form a clause complex. If a clause
complex has more than one clause it is expected that there would be more than one
Theme. Indeed, this can be the case. Consider the following example.

(6)
Kashiwa no ha ga | sarasara to oto o tatte, || tooku no hoo de | inu no naku koe ga kikoeta.
The oak leaves rustled; far away, a dog’s bark could be heard.
| Theme 1 Rheme 1 Theme 2
Clause 1 Clause 2

Example (6) is a paratactic clause complex of the extending expansion type. In the
first clause the Participant, Kashiwa no ha (oak leaves) is in first position, and therefore
functions as an unmarked Theme, while in the second clause the Circumstance, tooku no
hoo de (far away) is placed first, and thus functions as a marked Theme. Thus it is clear
that one clause complex can have two Themes and consequently also, two Rhemes. Each
clause in a clause complex has its own thematic structure.

Multiple Themes
The discussion thus far has presented examples of single Themes. It is possible to have
more than one constituent as Theme. Halliday (1994: 53) states that ‘the Theme extends
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from the beginning of the clause up to (and including) the first element that has a
function in Transitivity. This element is called the topical Theme; so we can say that the
Theme of the clause consists of the topical Theme together with anything else that comes
before it’. Halliday is explaining that it is possible to have more than one element
operating as Theme. These elements construe meanings related to the three meta-
functions. Elements such as vocatives and modals construe an interpersonal meaning,
while elements such as conjunctions construe textual meanings. The topical Theme
construes experiential meanings. Again though, this description relates to English rather

than to Japanese.

In the description of marked and unmarked Theme in Japanese above, the discussion
centred on topical Themes only. Japanese does appear however, to have textual Themes
occurring quite regularly but very few interpersonal Themes. In Noruwei no Mori there
are only four interpersonal Themes out of ninety-one possibilities (see the Appendix, T-
units nos. 4, 61, 78 & 81). This relates in part to the fact that modal markers in Japanese
typically occur in clause-final position, bound to the end of the Predicator and are not
free to move. Also, Japanese does not utilize modal adjuncts as freely as English. Textual
Themes, on the other hand, do occur and are usually realized by conjunctions. In
example (7) below and the earlier example (1), the Textual Theme is realized by the
conjunction, shikashi (but).

(7
| Shikashi | sono huukei no naka ni wa hito no sugata wa mienai.
But | in that scene people could not be seen.
textual ¢ topical
Theme | Rheme

Co-referential Ellipsis and Theme

Earlier in the discussion on clause complexes, I mentioned that a clause complex which
has more than one Theme will also have more than one Rheme. By this I mean that for
every Theme there exists a Rheme. To explain, I will return briefly to the road sign
analogy. A road sign points somewhere, as does the Theme. The Theme is a point of
departure for the rest of the message. You cannot have a Theme without ‘the rest of the
message’. Logically speaking, it is impossible to have a road sign pointing nowhere. At
best the sign is no longer functioning as a road sign. In the same way, it is impossible to
have a Rheme-less clause. Implicit in the metaphor, ‘point of departure’ is movement
away from the point of departure - directionality that is going somewhere. The
destination is the Rheme.

Having said that, ] am now going to complicate matters by pointing out that many
clauses in Japanese do not seem to have a Theme. Thev certainly have Rhemes but not
Themes. This is particularly evident in clause complexes which have only one Participant
realizing an unmarked Theme in the initial clause. The following, apparently Theme-less
clauses are due to the operation of co-referential ellipsis.

(i) Kanojo wa soo itte (ii) kubi o huri, (iii) seki kara tachiagatte (iv) totemo suteki na egao
o boku ni mukete kureta.

1) She said that and ii) shook her head, iii) stood up from her seat and iv) gave me a
beautiful smile.

This clause complex consists of four clauses each describing the behaviour of kanojo
(she). However, kanojo is only mentioned once at the beginning of clause (i). Despite
this, the following three clauses all directly refer to the behaviour of the referent, kanojo.
We know this because of the operation of co-referential ellipsis. Even though kanojo is
not mentioned we know, from our knowledge of the grammar, that she is the Actor who
‘shakes her head, stands up and gives him a smile’ because she is recoverable from the
first clause in the clause complex. We are now faced with the decision of how to analyze
the thematic patterns in this clause complex.
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One way would be to analyze the themes at clause rank. Of course we would have to
account for the operation of co-referential ellipsis by acknowledging the absence of the
Actor which in turn, results in the Theme function, first position being absent. This does
not however reduce the role or function of the Theme. Thematic orientation is still
occurring even if the element is not there. This is the point where ellipsis and thematic
development interact.

Ellipsis is acting cohesively tying together the clauses that relate to each other while
Theme is acting to organize the information contained in the clause textually. It is
therefore entirely possible to have Rheme only clauses in Japanese provided you can
retrieve the co-referentially ellipsed Participant from elsewhere in the text. The clause
rank analysis is illustrated below in example (8).

(8)
i) Kanoji wa 500 itte, (ii) kubi o huri,
She said that, and (she) shook her head,
Theme 1 | Rheme 1 Ellipsed Theme 2 l thz:mc 2 '
l Clause 1 Clause 2 H : :
(iii) seki kara tachiagatte (iv) totemo suteki na egao o
boku ni mukete kureta.
(she) stood up, and (she) ve me a beautiful smile
| Ellipsed Theme 3 | Rheme 3 Ellipsed Theme 4 | Rheme 4
Clause 3 Claunse 4

Thematic segments, or T-units

Alternatively, there is another way to analyze this clause complex (example 8). Rather
than analyze each individual clause, it seems more efficient to analyze the complex as one
unit given the fact that the ellipsed Themes in clauses (i1), (i11) and (iv) are co-referential
to the same referent in clause (1), that is, kanojo. Analyzing the clause complex as one
unit is precisely the kind of unit Fries prefers in his analysis and which he has labelled, the
T-unit. The T-unit Theme analysis is illustrated below in example (9).

9

(i) Kanojo wa soo itte, (ii) kubi o huri, (iii) seki kara tachiagatte (iv) totemo
suteki na egao o boku ni mukete kureta.

She said that and shook her head; stood up from her seat and gave me
a beautiful smile.

T-mt (defined as comjoinable thm cﬂm X

Fries (1995a: 4) states that ‘the Theme of a T-unit provides a framework within which
the Rheme of the T-unit unit can be interpreted’. Let’s apply this definition to the
example above. Clause (1v) ends with the verb, mukete kureta. This clause has the
following constituents: a Process realized by mukute kureta (faced and gave...); a Goal
realized by totemo suteki na egao o (a very beautiful smile); a Beneficiary realized by
boku ni (me) but no Actor. The ‘doer’ in this clause is missing. The reader has to refer
back, or sometimes forward in the text to find it. Moving backwards, the reader won’t
find the Actor in clause (iii) because it is similarly, Actor-less, as is also clause (ii). The
reader has to continue moving backwards until an Actor is found, which in this case, is
evident in clause (i) and realized by the pronominal, kanojo (she). Naturally, the reader
does not ‘move backwards’ retrieving the Participant, but rather the grammar indicates to
the reader/listener that the topical Theme remains constant, clause by clause within a T-
unit unless there is an explicit thematic switch. This process of locating the Actor is
illustrated below in Figure 4.
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Clause (1) Clause (11) Clausse (1) Clause (iv)
Kanop|soo itte 7?7  |kubio huril ?| sekikara ? | totemo suteki
wa achiagatt naegao o
: boku ni
‘ mukete kure
A T
Figure 4

The reader keeps moving backwards in the text until the Actor constituent is located.
In this example, the Actor is three clauses away from clause (iv), thus the Rheme in clause
(1v) can only be interpreted by reference to the Actor in clause (i). The same apples to

clause (i1) and (i11). In each case the Rheme can only be interpreted by reference to
clause (1). This is a T-unit.

Having illustrated that the term T-unit, as Fries defines it, is a useful category for
investigating Theme in Japanese, I now want to extend the definition of the term to add
open-endedness to it. By this I mean, Fries has clearly limited the definition of a T-unit to
a conjoined clause complex which thereby limits the application of the term. Example
(9) illustrates this. In Japanese, due to the operation of co-referential ellipsis, readers
often times must cross sentence boundaries in their effort to locate the Actor. By
confining the definition of a T-unit to within the clause, it is difficult to account for the
operation of one Theme across sentence boundaries. It therefore seems more useful to
leave the definition of T-unit as an open-ended unit enabling its application to text
segments larger than the clause complex. In example (10) below, boku (I) 1s overtly
stated as Actor in clause (i) and ellipsed in the following four clauses in the complex and
then in the following separate clause simplex. In order to interpret the Rheme of the
following separate clause simplex, it is necessary for the reader to retain the Theme, boku
from the previous clause complex. The only difference between this example and the
previous example is the presence of the full stop. This however, does not change the
process of having to find the Actor in order to interpret the Rhemes. Therefore, I would
label this text segment a T-unit in order to capture the operation of Theme applying not
only across clauses in a clause complex, but also across sentences.

(10)

(1) Boku wa | kao o agete, (ii) [zero] hokkai no jookuu ni ukanda kurai kumo ¢ nagame, (iii)
[zero] jibun ga kore made no jinsei no katei de ushinatte kita ooku o mono mo
koto o kangaeta. (iv) [zero] Ushinawareta jikan, shi ni arui wa satte itta

hitobito, moo modoru koto no nai omoi [zero].

I lifted my head and (ii) (I) looked at the clouds floating north in the sky and (111)
(I) thought about the many loses in my life up until now. (iv) (I) (thought
about) time which was lost: people who are dead or gone; feelings that do not
return.

The co-referential ellipsis is indicated by [zero]. Each clause has to refer back to the
Actor, boku in order to interpret each Rheme. Clause (iv) is interesting because apart
from co-referential ellipsis of the Actor, there is also co-referential ellipsis of the Process,
kangaeta (thought) and part of the Phenomenon, koo iu koto o. The clause consists
entirely of new information, all given information is ellipsed, including the Actor. It is
not uncommon to have clauses containing only new information. These clauses usually
take their Theme from preceding clauses. This being the case, Rheme only clauses are a
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feature of Japanese. But I want to reiterate that these Rheme-only clauses do have
Themes. It is just that their Themes are not overtly stated but rather, they are ellipsed.

Deciding What Constitutes First Position

Having reached this point in the discussion I shall now summarize, through a series of
steps which can be followed, how I have selected Theme in the text, Noruwei no Mori.

To begin with, I have used the T-unit as my unit of analysis. The T-unit can be realized
by 1) a clause simplex, 2) a clause complex, 3) individual clauses within the clause
complex and 4) across sentence boundaries.

Steps to Deciding what Constitutes First Position

Step 1: If the clause is a simplex, then the first element is either a Participant,
circumstantial Adjunct or Complement. As noted previously, Participant types
depend on the kind of Process. These Participants, when appearing in first
position are classed as unmarked Themes as illustrated in example (1) where
itami (pain) is the Existent in the existential Process.

Step 2: In a simplex, if there is no unmarked Theme then look to see if the
Participant has been co-referentially ellipsed. If it has been ellipsed then the
simplex may form part of a larger T-unit. This is the case with simplex (ii) in
example (11) below.

(11)

(1) Kusa no nioi, kasuka na hiyayakasa o hukunda | mazu saisho ni ukabiagatte kuru. (ii)
kaze, yama no ryoosen, inu no naku koe, sonna [zera] totemo kukkiru to [zero].
|mono ga
(1) The smell of the grass, the slight cold wind, the | were the first things to surface. (ii)
mountain ridge, the moise of the dog bark, these (They) (surfaced) very clearly.
things
Theme Rheme

T-unit == — | E

Step 3: In a simplex, if the Participant is not ellipsed but appears in a position
other than first position, then the first element in the simplex i1s a marked Theme
realized either by a circumstantial Adjunct or a Complement as illustrated in
example (12) below.

=

(12)
Sono hoka ni wa donna mono-oto mo nakatta. |
Other than that, there was no other sound.
o Patic =% =
l marked Theme Rheme

Step 4: If the clause is a complex, then the first element may be an unmarked
Participant which *acts’ in all the clauses of the complex. It is expected that this
Participant will be ellipsed in the following clauses within the complex which
thus operates as one T-unit as illustrated previously in example (9).

Step S: In a complex, if the first element appears to be a clause rather than a
nominal group then check if the clause is paratactic or hypotactic. If it is
hypotactic, it is usually the Beta clause. If a Participant is present in the Beta
clause it may only be the Participant within the beta clause rather than the clause
complex. The entire Beta clause is the Theme within the clause complex as in
example (13) below.
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(13)
Juuhachinen to iu saigetsu ga sugisatte | boku wa ano soogen no huukei o hakkiri
shimatta ima de mo, to omoidasu koto ga dekiru.
Even though 18 years has past, I am able to remember clearly that
grassland scene.
P Clause as Theme | « Clause as Rheme o 2 L
T-unit
Step 6: If however, the clause is paratactic in a complex, then treat it as having
its own Theme. If paratactic clauses have different Participants then each clause
will function as a separate T-unit. T-units that occur within clause complexes
are usually paratactically related. In example (14) below, the one clause
complex consists of two T-units in which the clauses are paratactically related.
(14)
Suchuwaadesu wa | nikkori to waratte itte ongaku wa Birii Joeru no kyvoku ni
shimai, kawatta.
The stewardess smiled sweetly and left; || the music changed to a Billy Joel
tune.
Theme 1 TRIFIM 1 Theme 2 ] Rheme 2
Clause 1 ' Clause 2
[ T-unit_1 T-unit_2

Theme Analysis Of Noruwei No Mori

By accounting for the operation of ellipsis we can begin to see the method of thematic
development in a text. The fact that Participants are co-referentially ellipsed justifies the
creation of a T-unit segment. It is this segment that allows us to make explicit and
describe the thematic development of a text.

Before describing the thematic development in Noruwei no Mori, 1 will briefly
introduce the text. Noruwei no Mori is a narrative. The main character is a man who
describes one of his past experiences using the first person, boku (I). Knowing this much
about the story we can expect the story to be organized around the main character, boku,
and the particular experience he describes. Chapter one of the book sets the scene for the
rest of the story. We are told about an event that occurred eighteen years earlier which
involved a woman called Naoko. This memory floats back into boku’s mind when he
hears the Beatles’ song, ‘Norwegian Wood” while deplaning in Germany. The Themes of
the T-units reflect this expectation.

The first part of Chapter one has been analyzed. It consists of 169 clauses and is
divided up into 91 T-units. The complete T-unit analysis appears in the Appendix.
T-unit Types
The T-unit types appearing in the text are presented in Table 1 below.

Table 1 T-unit Types

No. of T-units
I. T-unit as clause complex 30 33%
2. T-unit as clause simplex 30 33%
3. T-unit within the clause complex 24 20%
4. T-unit across sentence boundaries 7 8%
Total number of T-units 91 100%
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In Table 1 the most common T-units are type 1: T-unit as clause complex, and type 2:
T-unit as clause simplex. The T-unit as clause complex type also contains the most co-
referential ellipsis with the Participant’s acts, feelings, thoughts etc. extending across the
clauses.

T-unit Theme Types
The types of Themes arising out of the analysis of Noruwei no Mori are tabled below.

Table 2 Theme Types

No. of Themes
1. unmarked Themes 64 70.3%
2. marked Themes 27 29.7%
a) ajjunct Themes 13 14.3%

b) beta lawse Themes 14 15.4%

Total number of Themes o1 100%

As shown in Table 2, the most prominent T-unit Theme type is the unmarked Theme.
Over 70% of the Themes in the text are Participants in first position, that is, unmarked
Theme. Marked Themes constitute 29.7% of the Themes with 14.3% of these being
Adjuncts and 15.4% being beta clause Themes. These beta clause Themes are usually
projected Locutions in verbal clauses. The fact that marked Themes are relatively fewer
than unmarked Themes ties in with Fries’ (1995¢: 326) comment that, ‘in narratives, ...
references to spatial location in event-line processes will be less likely to occur
thematically’.

Correlation of T-unit with Theme type

Correlating the T-unit with the Theme type shows us that unmarked Themes occur in all
the T-unit types, while most of the marked beta clause Themes occur in the T-unit as
clause complex type. Most of the marked Adjunct Themes occur in the T-unit as clause
simplex type. This is illustrated in Table 3 below.

Table 3 Correlation of T-unit with Theme Type

unmarked | marked

_adjunct Themes | beta clause Themes
1. T-unit as clause complex (18) 19.8% | (O) (12) 13%
2. T-unit as clause simplex (22)24.0% | (8)9.0% (0)
3. T-unit within the clause complex | (18) 19.8% | (4) 4.3% (2) 2%
4. T-unit across sentence boundaries | (6) 7.0% (1) 1.1% (0)

Unmarked Themes

From Table 4 it can be seen that of the 64 unmarked participant Themes, the main
character, boku (I) occur the most frequently — over 26%. Next are the set of nature
Themes which relate to when the main character is describing the natural surroundings of
the event he experienced some eighteen years earlier. The nature Themes only occur
when he is describing the past event rather than when he is telling the story. These natural
surroundings include soogen (grasslands), kumo (clouds), kaze (wind), vamahada
(mountainside), ha (leaves) etc. The inanimate Themes are Themes that relate directly to
the time of his storytelling. At the time of storytelling, he is sitting in a hikooki
(aeroplane), listening to ongaku (music) and recalling his kioku (memory). These
nominals occur thematically. The next most frequent types of Theme are substitution
Themes such as, sore (it) and kore (this). These typically refer to the nature and
inanimate referents. Following on, we have substantially less occurrence of the other
Participants, Naoko (Naoko - a woman’s name) and the suchuwaadesu (flight attendant).
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Naoko is Theme only when the main character talks about the event eighteen years ago
while the flight attendant interacts with Boku in the present. The occurrence of both these
Participants is balanced in the text as boku moves back and forth between the present and
the recollection. These occur less frequently as Themes. This is not surprising given the
fact that the story is written by and is about the main character, boku. It is perfectly
predictable that boku would appear most often as the unmarked Theme.

Table 4 Breakdown of Unmarked Theme

No. of Themes Percentage |

Boku g 17 26.5%
lﬂaune'l'h:m 12 19%

Inanimate Themes 11 17%

Substitution Pronouns 10 16%

Suchuwaadesu 5 8%

Naoko 4 6%

Nominalisations 4 6%

Naoko and Boku 1 1.5%

Total | 64 100%

Thematic Development in Noruwei no Mori

In order to talk about thematic development, the discussion needs to return to how the
Theme orients the reader to the message and how this orientation is developed. The
thematic progression types identified by DaneS are general and have been applied to
languages other than English to describe thematic development. When these types are
applied to Noruwei no Mori, linear, continuous and derived progression are all evident.
These patterns of thematic progression tend to align with particular T-units types.
Typically, the T-unit as clause- complex type and T-unit across sentence boundary type
display continuous thematic progression. The thematic progression is occurring within
the T-unit and this is represented in Figures 5 and 6 below.

(1) Kanojo wa —Pwsoo itte

v
v

* —(iv) totemo suteki na egao o boku ni mukete kureta.

—® (ii) kubi o huri,
——® (iii) seki kara tachiagatte

Figure 5 Continuous Thematic Progression in T-unit as clause complex type

(i)Kusa no nioi, kasuka na hiyayakasa o
hukunda kaze, yama no ryoosen, inu
no naku koe, so mono ga

v

> mazu saisho ni ukabiagarte kuru.

& (ii) Totemo kukkiri ro.

Figure 6 Continuous Thematic Progression in T-unit across sentence boundary type
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Linear thematic progression appears in all the T-Unit types. The thematic progression
is however occurring between the T-units rather than within the T-units. Consider Figure
1

5. Hikooki gachakuchi o kanry oo sumito kinen no sain gakie, tenjoo no
sypiikaa karachisana oto de BGM
£ a nagareleftrTeTd.

6. Sore wa & doko kano ookesutora ga amak u

ensoo swuBiitonguno "Nonovel

no Mon " darra.
F

7. Soshitesono meredii wa = irsuno no yoo nibokuo konran
sasera. Iva, itsumo to wa k urebe-
monoe in namana kwa hageshiku

~_bokuo konmn sase wiugokashira.

8. Bokuwa atama gahari sak ete shimawvana
yoo i mi o kagamete ryooile de kao
o ool, sono mama jirto shite ita.

Figure 7 Linear Thematic Progression between T-units

In Figure 7, the Theme in T-unit no. 6, a clause simplex, derives from the Rheme in
T-unit no. 5, a clause complex; the Theme in T-unit no. 7, which crosses sentence
boundaries, derives from the Rheme in no. 6, and the Theme in T-unit no. 8, another
clause complex, derives from the Rheme in no. 7.

In Figure 8 below we have a linear progression within a clause complex where the
Theme in the second clause, koi is derived from the Rheme in the first clause.

6. Omake ni boku wa koi o shite ite,

/

17. sono koi wa hidoku yayakoshii
basho ni boku o

hakobikonde ita

Figure 8 Linear Thematic Progressiyrn within a clause complex consisting of two
-units

Finally, an example of derived progression is present in Figure 9. Here we have a
single general notion, soogen no huukei (grassland scene) which is located in the Rheme
of T-unit no. 26 and from which are derived three constituent Themes: yamahada
(mountainside), kaze (wind), and kumo (clouds) which are all related to the grassland
scene in T-unit no. 26.
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26. Juuhachinen to iu saigetsu ga
sugisatte shimatta ima de mo, boku wa ano soogen no huukei
o hakkiri to pwgdasu koto ga
deki

27. Nannichi ka tsuzuitgyawaraka
na ame ni natswrio aida no
hokori o $%kari arainaggsare

yamahada wa hukaku azayaka na aomi o tatae,
28. juugatsu no kaze wa susuki no ho o achikochi de
yurase,

29. hosonagai kumo ga ——p koori tsuku yoo na aoi tenchoo
ni pitari to haritsuite ita.

Figure 9 Derived Thematic Progression

By tracking the Themes of individual T-units, the progression of these Themes in
combination as they construe different patterns of thematic progression can be illustrated.

Conclusion

There are of course many more comments that could be made about the thematic
development of the extract from Neruwei no Mori but that would take me beyond the
scope of this paper which has argued that co-referential ellipsis is a feature of Japanese
that needs to be accounted for when describing thematic development.

I have explained that co-referential ellipsis of the Participant is a characteristic of
Japanese. The Participant, in the unmarked case, is at the beginning of a clause in first
position. The Participant is ellipsed in clauses following (and in some cases subsequent
to) the imitial introduction into the text provided the Participant in the subsequent (or
previous) clauses remains active. I have also claimed that first position realizes Theme in
Japanese, therefore the unmarked Theme is often co-referentially ellipsed. This ellipsis
does not render the operation of Theme obsolete. Rather, Theme/Rheme structures are
still construed but the selection of what constitutes first position interacts with ellipsis.

In order to illustrate this characteristic of Japanese grammar I have relied on Fries’
categorization of a text segment as a T-unit. His definition, that the “Theme of a T-unit
provides a framework within which the Rheme of the T-unit unit can be interpreted’ has
been extremely useful in capturing the intersection between the operation of ellipsis and
Theme choice in Japanese. 1 have however preferred to use Fries’ definition in an open-
ended manner rather than limiting the T-unit to the clause complex. By keeping the
delimitation of the T-unit open I am able to account for Themes that clearly cross

sentence boundaries. This traversal of sentence boundaries by Theme is again due to the
operation of ellipsis.

After first establishing that ellipsis matters in Japanese when making Theme choices, I
illustrated this through using examples from Noruwei no Mori. ThIS text displays the
thematic progression types as described by Danes which would not necessarily have been
explicit had ellipsis not been accounted for in the first instance. I have also demonstrated
that the choice of Theme reflects the purpose of the text and thus to some extent, the
genre. The most common unmarked Theme was boku, (I). The narrative i1s about boku
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by boku and this is clearly the dominant Theme, and so it should be. Beoku is the major
road sign in this narrative.

In short, I have described ellipsis as it operates in Japanese with a view to illustrating
how co-referential Participant ellipsis occurs in first position and therefore has a direct
effect on thematic choice. [ have argued that ellipsis must be taken into account when
analyzing Theme. Analysis which ignores the role of ellipsis is impoverished to the extent
that a clear illustration of the method of thematic development within a text does not
result. Further, analysis which ignores ellipsis can result in Rheme-less constructions
which are logical impossibilities within the system of Theme/Rheme organization in any
language.

*I wish to thank Professor Noboru Yamaguchi and Fukushima University for their kind

support of my work. This support included the opportunity to study at Fukushima
University in 1996 in the capacity as Research Fellow during which time I wrote this

paper.
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Appendix
Theme Units (T-units)
Haruki Murakami, Noruwei no Mori pp. 7-12.

Key

<< > indicates an embedded clause, i.e. a clause that is located inside another
clause but which is not rank-shifted.

" i indicates quotation marks in the original Japanese text.

1 ) indicates lexical items, groups and clauses which are ellipsed in the
original text.

Theme Theme of T-unit

1.,2., 3.,etc. numbered T-units.

Dai issho
I. Boku wa sanjuunana-sai de, sono toki booingu 747 no shiito ni suwatte ita. 2. Sono
kvodai na hikooki wa buatsui amagumo o <<kugurinukete>> kooka shi, Hanburuku Kuukoo ni

chakuriku shivoo to shite iru tokoro datta. 3. Juuichi gatsu no hivayvaka na ame ga daiichi o kuraku
some, amagappa o kita seibikoo-tachi ya, nopperi to shita kuukoo biru no ue ni tanta hata ya, BMW no

kookokuban ya sonna nani mo kamo o furandoru-ha no inutsu na e no haikei no yoo ni misete ita. 4.

Yareyare, mata doitsu ka, to boku wa omotta. 5. Hikooki ga chakuchi o kanryoo suru to kinen no sain
ga kie, tenjoo no supiikaa kara chisana oto de BGM ga nagarehajimeta. 6. Sore wa doko ka no

ookesutora ga amaku ensoo suru biitoruzu no “Noruwei no mori” datta. 7. Soshite sono meredii wa

itsumo no yoo ni boku o konran saseta. lva, itsumo to wa kurabemono ni naranai kurai hageshiku

boku o konran sase uriugokashita.
8. Boku wa atama ga harisakete shimawanai yoo ni mi o kagamete ryoote de kao o ooi, sono

mama jitto shite ita. 9. MM&MEMHFM kite, <<kibun ga warui>> no ka
to eigo de kiita. 10. Daij sukos mai ga shita dake da to boku wa kotaeta. 11.
(Suchuwaadesu wa) << “Hontoo ni dmﬁwbu?"}} 12. _mm,msm boku wa itta. 13.
Suchuwaadesu wa nikkori to waratte itte shimai, 14. ongaku wa Birii Joeru no kyoku ni kawartta. 15.
Boku wa kao agete hokkai no jooku ni ukanda kurai kumo o nageme,, jibun ga kore made no jinsei no
katei de ushinatte kita ooku no mono no koto o kangaeta. Ushinawareta jikan, shi ni arui wa satte ita
hitobito, moo madaru Icam no nai omoi, fkm i kam o kangaeta). 16. Hgkﬂh_ga kan.zm ni sutoppu

MWM!}GM wa zun‘ﬂ ano saagen no naka ni :m, JS Eﬁ&u_u-_'q kusa no nioi o kagi,
hada ni kaze o kanji, tori no koe o kiita. 19. Sore wa 1969nen no aki de, 20. boku wa moo sugu
nijussai ni naroo to shite ita.

21. M&M&E yam' .l.'ue boku no tonari ni kash: o oroshi, {ﬁmﬂa

daijoobu ka to>> razuneta. 22. “Daijoobu desu - 1 daki
right now, thank mmxummmﬂbm wa itte hﬂhﬂendﬂ- 23, ﬁm&mﬁm.m

wa) <<(Well, I feel same way, same thing, once in a while. I know what you mean. " Sou iu koto
watashi ni mo tokidoki arimasu yo. Yoku wakarimasu”>>(to itta). 24. Kanojo wa soo itte kubi o
huri, seki kara tachiagatte totemo suteki na egao o boku ni mukete kureta. “I hope you'll have a nice

trip. Auf Wiedersehen! Yoi goryokoo o. Sayoonara.” (to itta.) 25. “Auf Wiedersehen!” to boku mo

kka arela v . . amya.ka na aomi o mme 23 W
.h:ze_u_'ﬂ .m.ruh no hﬂ 0 arh:i:uch: de yumst, 29 hosonagai kumo ga koori tsuku yoo na aoi tenchoo
ni pitari to haritsuite ita. 30. Sora wa takaku, 31. jitto mite iru to me ga itaku naru hodo datta. 32.
Kaze wa soogen o watari, kanojo no kami o kasuka ni yumsete zookibayashi ni nukete itta. 33.
Kashiwa no ha ga sarasara to oto o tate, 34. tooku ni akukoe ga kikoeta. 35. Marude
(sore wa) betsu no sekai no iriguchi kara kikoete kum _}w na chumk.u kasunda nakigoe danta. 36.

Sono hoka ni wa donna mono-oto mo nakarta. Donna mono-ote mo wareware no mimi ni wa
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todokanakarta. 37. (Watashitachi wa) Dare hitori to mo surechigawanakatta. 38. (Boku wa) Makka na
tori ga niwa soogen no naka kara nani ka ni obieta yoo ni mbmgaﬂf zookibayashi no hoo ni tonde iku
no o mikaketa dake datta. 39. Arukinagara Naoko wa boku ni ido no hanashi o shite kureta.

40. Kioku to iu no wa nan da ka hushigi na mono da. 41. Sono naka ni jissai ni mi o
oite ita toki, boku wa sonna huukei ni hotondo chuui nante harawanakatta. 42. (Boku wa) Toku ni
inshooteki na huukei da to mo omowanakatta shi, juuhachinen-go mo sono huukei o saibu made
oboete iru kamo shirenai to wa kangaetsuki mo shinakatta. 43. Shoojiki na tokoro,sono toki no boku
ni wa huukei nante doo de mo ii yoo na mono datta no da. 44. Boku wa boku jishin no koto kangae,
sono toki to nari o narande aruite ita hitori no utsukushii onna no koto o kangae, boku to kanojo to no
koto o kangae, soshite mata boku jishin no koto o kangaeta. 45. Sore wa nani 0 mite mo nani o
kanjite mo nani o kangaete mo, kekkyoku subete wa boomerang no yoo ni jibun jishin no temotio ni
modotte kuru to iu nendai datta no da. 46. Omake ni boku wa koi o shite ite, 47. sono koi wa hidoku
yayakoshii basho ni boku o hakobikonde ita. 48. Mawari no huukei ni kimochi 0 mukeru yoyuu nante
doko ni mo nakatta no da.

49 &Mm boku no nouri ni m:.rha ni ukabu no wa sono magen no huukei da. 50.

ga mazu .muha ni ukm!rmgaﬂe kuru Tﬂfemﬂ kuﬂ'tru to. 5! an ni mo .i:ukkm to shtlf
iru node, te o nobaseba hitotsu hitotsu yubi de nazoresoo na ki ga suru kurai da. 52. Shikashi, sono
MLM.M&‘&.{H_E Ium no sugata wa HHEMI 53. Dare mo inai. 54. Nacko mo inai shi, 55. boku

; i - to boku wa omou. 57. (Boku
wal<<Dooshite kamm bam ga akarmm n darm to>> omou. <<Are hodo daiji soo ni mieta mono
wa, (doko ni itte shimai) kanojo ya sono toki no boku ya boku no sekai wa, minna doko ni itte
shimatta n daroo, to>> (omou)
58. (Sore wa) Soo (desu ne,) 59. boku ni wa Naoko no kao o ima sugu omoidasu koto sae dekinai no
da. 60. Boku ga te ni shite iru no wa hitokage no nai haikei dake na no da.

61. Mochiron jikan sae kakereba boku wa kanojo no kao o omoidasu koto wa dekiru. 62.
(Boku wa) Chiisana tsumetai te ya, sarari to shita tezawari no massugu na kirei na kami ya, yawaraka
na marui katachi no mimitabu ya sono sugu shita ni aru chiisana hokuro ya, huyu ni naru to yoku kite
ita joohin na camel no koota ya, itsumo aite no me o jitto nozokikominagara shitsumon suru kuse ya,
tokidoki nani ka no kagen de huruegimi ni naru koe (maru de kyoohuu no huku oka no ue de shaberte
iru mitai datta) ya, sonna imeeji o hitotsu hitotsu tsumikasanete iku to, hutto shizen ni kanojo no
kao ga ukabiagatte kuru. 63. Mazu yokogao ga ukabiagatte kuru. 64. ng {{Iﬂbﬂn boku to
Naoko ga itsumo narande>>aruite ita sei daroo. 65. Da k )
itsumo kanojo no yokogao na no da. 66. Mubaku no ﬁmmuh mkkan to warai,
sukoshi kubi o kashige, hanashikake, boku no me o nozokikomu. 67. Maru de (kanojo wa) <<sunda

izumi no soko o chirari to yogiru chiisana sakana no kage osagashi motomeru mitai ni>> (boku no me
o nozokikomu. J

sukoshi j:hm ga kakam. ﬁ? WMIEE sore ni }ma suru _nkan wa dmuiﬂrl
nagaku natte kuru. 70. Kanashii koto de wa aru keredo, 71. sore wa shinjitsu na no da. 72. Saisho wa
gobyoo areba, omoidaseta no ni, 73. sore ga juubyoo ni nari, sanjuubyoo ni nari ippun ni naru. 74.
Maru de yuugure no kage no voo ni sore wa dondon nagaku naru. 75. Soshite osoraku yagate wa
yuuyami no naka ni suikomarete shimau koto ni naru no daroo. 76. (Sore wa) Soo (desu ne,) 77.
boku no kioku wa Naoko no tatte ita basho kara kakujitsu ni toozakari tsutsu aru no da. 78. Choodo
boku ga kaf.tule no bﬂku jm'un ga tatte ita basho kara kakujlﬂu nt toozakari tsutsu aru yoo ni (naru.).
79. Soshite lake ga, maru de eiga no naka no
shoochoo- reh na scene mitai ni kunkaeshi kunkaeshl, baku no atama no naka ni ukande kuru. 80.
Soshite sono huukei wa boku atama no aru bubun o shitsuyoo ni keritsuzukete iru. 81. Qi (boku)
okiro, 82. ore wa mada koko ni iru n da zo, 83. (boku) okiro, okite rikai shiro, dooshite ore ga mada
koko ni iru no ka to iu sono riyuu o (rikai shiro) 84. Itami wa nai. 85. [tami wa mattaku nai. 86.
(sono huukei ga) Ketobasu tabi ni uuumnaamgammdakeda. 87. Soshite sono oto sae mo tabun
ﬂ.!rukﬂ wa kiete .!rhlmau no dﬂrua Hoka no nani mo kamo ga kekkyoku wa kiete shimatta yoo ni. 88.

. - - : le, karera wa itsumo yori nagaku itsumo yori
!suyaku baku no ﬂIama 0 kmuuzukﬂc ita. 39 Mj Okiro, rikai shire, to. (iinagara) 90. Dakara
koso boku wa kono bunshoo o kaite iru. 91. Boku wa nanigoto ni yorazu bunshoo ni shite kaite
minai koto ni wa monogoto o umaku rikai dekinai to iu taipu no ningen na no da.
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Synergy on the Page: Exploring intersemiotic complementarity
in page-based multimodal text

Terry D. Royce
Teachers College, Columbia University (Tokyo)

Abstract

This paper problematises the co-occurrence of visual and verbal modes in
page-based multimodal text. It 1s proposed that a social semiotic,
metafunctional view of communication as developed by M.A K. Halliday
is an effective theory for informing attempts to account for the visual-
verbal interface in texts of this type. It is further argued that visual-verbal
intersemiotic relations are predominantly characterised by intersemiotic
complementarity, and that this complementarity can be identified and
explicated through the adaptation and application of the linguistic
concepts and analytical techniques commonly used in the analysis of
cohesion in language. An analytical framework is presented, and an
analysis of a sample text is provided.

Introduction

Throughout the twentieth century the central focus of the discipline of linguistics has
been on the structural, psycholinguistic or functional features of language. Increasingly
however, the most recent trends in the latter half of the century have involved a
developing interest in and research into forms of communication other than the linguistic,
and the ways that they systematise and project their meanings. This increasing interest has
1ls genesis not only in the evolution of semiotic theory, but also the impetus provided by
innovations in communication modes that have produced a revolution in communication
technology. As a consequence of this, much new research and discussion about the
ramifications of these changes has been generated, and this is reflected in discussions on
the design of intelligent multimedia interfaces, automated presentation design, and
associated architectural and modelling issues (e.g. Maybury, 1993), the analysis of
meaning projections in digital imagery (e.g. Marchese, 1995), and an evolving

philosophical debate about the ‘visual’ nature of contemporary culture (e.g. Jenks,
1995).

In Western culture, and indeed most industrialised cultures, there is no question that
the linguistic, spoken and written forms are generally viewed as the dominant, and indeed,
the superior mode of communication. The visual sign is generally seen as being
subordinate to the spoken/written sign, and even more so is the aural sign. The dominance
of the linguistic, and the dominance of the written over the spoken as the more
‘advanced’ mode is all-pervasive, and is inculcated across various cultures in and through
educational practices and attendant value systems (McLuhan, 1964; Ong, 1982). The
linguistic dominates; it dominates in the educational systems, and it dominates in the print
media, whether it be academic or media-based, whether the texts therein utilise only the

spoken or written mode, or whether they combine it with some kind of visual
representation.
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What is also being increasingly recognised is that developments in general linguistic
theory can inform the interpretation of other communication modes besides language.
Researchers utilising concepts from linguistic theory to examine non-linguistic modes
have included the Prague School of the 1930’s and 1940’s, the Paris School of the
1960’s and 1970’s (see Noth, 1990 for a good overview), and more recently what has
been loosely characterised by Kress and van Leeuwen as ‘the fledgling movement of ...
“Social Semiotics™ (1996: 5). This latter paradigm utilises Systemic Functional
Linguistic T]mr:»r].»r (hereafter SFL), developed by M.A.K. Halliday (1978, 1985, 1994).
This theory interprets language as a socially-based semiotic system, and applications of it
to non-linguistic forms of communication have in recent times been gaining prominence
through research on the visual semiotics of displayed art forms such as sculpture,
architecture and painting by O’Toole (1994; 1995), and the proposal of a ‘grammar’ of
visual design in images in general as well as in educational contexts by Kress and van
Leeuwen (1990, 1996).

According to the SFL model, language is viewed in a ‘social semiotic perspective’,
where ‘social’ refers firstly to the social system (which is synonymous with culture) and
secondly to the fact that language is to be interpreted in terms of its re:lalmnshlp to social
structure (Halliday, 1978; 1985: 3-4). To Halliday semiotics is not simply ‘the general
study of signs but is ‘the study of sign systems ... the study of meaning in its most
general sense’ (Halhda}’ & Hasan, 1985: 3-4). The discipline of linguistics can be seen as
one ‘kind of semiotics’ which studies the ways that language is a meaning-making
system. However, Halliday makes the point that there are ‘other ways of meaning, other
than through language ... there are many other modes of meaning, in any culture, which
are outside the realm of Ianguage (Halliday & Hasan, 1985: 4). These other modes of
meaning may comprise

both art forms such as painting, sculpture, music, the dance, and so forth,
and other modes of cultural behaviour that are not classified under the
heading of forms of art, such as modes of exchange, modes of dress,
structures of the family, and so forth. These are all bearers of meaning in
the culture. Indeed we can define a culture as a set of semiotic systems, as
a set of systems of meaning, all of which interrelate (Halliday & Hasan,
1985: 4 my emphasis).

The assumption that semiotic systems interrelate seems to be an established one.
Aspects of this have been explored in some depth for example by semioticians like
Schapiro (1973: 9-11), who studied medieval images derived from religious narratives,
and Barthes (1977: 38-41), who in his famous essay ‘The Rhetoric of the Image’
examined the various ways that verbal text and image interact in press photographs and
advertisements, asserting inter alia that the relation between them 1s one of either
anchorage (image-text dependency) or relay (image-text co-operation). The question
therefore arises: if it is assumed that different semiotic systems can and do work together
semantically, what evidence is there for it, and how can it be accounted for? Or put in
another way, what is the function of the visual vis a vis the verbal mode, and vice versa?

To address these questions, this paper will present a theoretically motivated
investigation of the proposition that both the verbal and visual modes, while utilising the
meaning-making features peculiar to their respective semiotic systems, do ‘work together’
in various contexts to project a unified, coherent message to their viewers/readers. This
investigation will involve the presentation of a framework which illustrates the ways that
this co-operation is realised in page-based multimodal text, and proposes that the visual
and verbal modes semantically complement each other to produce a single textual
phenomenon in a relationship which can be referred to as intersemiotic complementarity.

It is argued that intersemiotic complementaritry will obtain when one or more of the
following occurs:

» when the IDEATIONAL meanings in both modes are related lexico-semantically
through intersemiotic sense relations of repetition, synonymy, antonymy, hyponymy,
meronymy, and collocation.

e when the INTERPERSONAL meanings in both modes are related thrnugh
intersemiotic reinforcement of MOOD, and through intersemiotic attitudinal
congruence and attitudinal dissonance (modality) relations.
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e when the TEXTUAL (Composition) meanings are integrated by the compositional
relations of information value, salience, visual framing, visual synonymy, and reading
paths.

The analysis which follows will test this claim, and will present a framework developed
to explore it. It is important to note that the realisation of intersemiotic complementarity
in multimodal text does not imply that the visual semiotic and verbal semiotic simply co-
occur on the page space and have a simple conjunction relationship'. Rather, the
implication is that the relationship is synergistic in nature. The concept of synergism’
describes the ability of elements, in the act of combining, to produce a total effect that is
greater than the sum of the individual elements or contributions (Random House, 1992).
This necessarily implies that while a multimodal text with one of the modes removed
would still produce a coherent visual or verbal text, it would be one which would somehow
be diminished in its communicative power. It is the aim of this paper therefore to take a
first step towards the explanation of how this synergism is realised, and to test the claim
that intersemiotic complementarity occurs in ideational, interpersonal and textual
(composition) terms. To do this, a multimodal text in the form of a full-page
advertisement extracted from The Economist magazine shall be used (hereafter referred to
as the WMI text - see Appendix).

A Framework for Intersemiotic Complementarity

The framework which forms the basis for the analysis derives from a Hallidayan
metafunctional view of communication, as derived from SFL theory, and is presented in
Figure 1.

semantic AN ) A semantic

INTERSEMIOTIC
COMPLEMENTARITY

space v ¥ Vv  space

Figure 1 Visual-verbal Intersemiotic Complementarity on the Page

Apart from attempting to explicate the nature of intersemiotic complementarity
through an analysis of the WMI text, a major objective of this paper is to determine if
some of the concepts and terminology of existing linguistic theory, and their attendant
analytical tools can be productive in explaining how semiotic systems interact. To this
end it will utilise the concept of sense relations in lexical cohesion as outlined by Halliday
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(1994: 330-334) and Halliday and Hasan (1985: 80-82), and will attempt to adapt the
analytical tool of cohesive chains which is commonly used to illustrate the ways that
lexical items in text are semantically related to each other (Halliday & Hasan, 1985: 84).

Without providing an exposition of the various definitions of text typically and
traditionally applied by theoretical and applied linguistic researchers (see for example
Stubbs, 1983; Brown & Yule, 1983; Hoey, 1991; van Dijk, 1977; Halliday & Hasan, 1976
etc.), a multimodal text (which is here defined as any text which utilises more than one
semniotic resource system to project its meanings) will accord with Halliday and Hasan’s
view that it is ‘a semantic unit: not of form, but of meaning’ (1976: 1-2), and that it is
functional, or that it ‘is doing some job in some context’ (1985: 10). Cohesion is also
viewed in terms of meaning, in that it refers to the ‘relations of meanings that exist within
the text, and that define it as a text’ (1976: 4). Although Halliday and Hasan here are
referring primarily to language in its spoken or written forms, they are aware of the fact
that their view of text as contextualised meaning and function permits the consideration of
other modes of meaning-making. Thus, a text ‘may be either spoken or written, or
indeed any other medium of expression that we may like to think of’ (1985: 10 my
emphasis).

SFL theory i1s an exotropic theoretical paradigm which inherently allows, through its
usage, the ability to explain a range of communicative phenomena, and an ability to
communicate and work with other theoretical paradigms (Hasan, 1997, in press). A
strength of the SFL model is that the concept of a text in terms of metafunctional
meaning also permits an analysis of semiosis from three different metafunctional

tives, the ideational, interpersonal and textual, with the assumption that an
analytical focus on any one necessarily implies that the other two are and should be
considered as operating simultaneously. Further, the view that communication involves
‘systems of meanings’ and the act of communication involves making simultaneous
selections from those systems in terms of what is going on (the field of discourse), who 1s
taking part (the tenor of discourse), and the role assigned to language (the mode of
discourse), suggests that it is a paradigm which can perhaps be usefully applied to other
systems of meaning besides language. This has been demonstrated clearly by the work of
O’Toole (1994, 1995) and Kress and van Leeuwen (1990, 1996) in their applications to
other visual modes. What this paper asks however, is can SFL theory accommodate the
proposed synergistic sense of intersemiotic complementarity between language and those
other semiotic systems (Halliday & Hasan, 1985: 26)?

To this end, the analytical framework developed here draws on aspects of Kress and
van Leeuwen’s (1990, 1996) attempt to develop a grammar of images. In both books,
Kress and van Leeuwen attempt to describe the structures that visuals use to realise a
variety of different kinds of meanings, and they link their analyses with discussions of
visual literacy and the implications for education. They do this because of their
perception of the overwhelming importance of visual communication in the modern
world, the already-mentioned dominance of the verbal over the visual n educational
systems, and their view that there is a ‘staggering inability on all our parts to talk and
think in any sennus way about what is actually communicated by means of images and
visual design’ (Kress & van Leeuwen, 1990: 3, 1996: 16). This last view is surprising,
especially cunsud:nng that Kress and van Leeuwen do draw very heavily on selected
publications from a considerable body of work by researchers in such areas as
communication and media studies (Dondis, 1973; Dyer, 1982; Fiske, 1982; et. al.), studies
on the psychology of visual perception (Armheim, 1969, 1974, 1988; Gombrich, 1960; et.
al.), information design (Tufte, 1983; et. al.) and visual semiotics (Barthes, 1967, 1977;
Eco, 1976; Saint-Martin, 1987; et. al.) in their interpretations of the ways that images
organise and project their meanings.

What is new and interesting in Kress and van Leeuwen’s approach however, is the
application and adaptation of linguistic insights from the SFL model in an attempt to link
the visual meanings in an image to the producers of that image and their particular social
contexts. Of significance in this regard also is the work of O'Toole (1994, 1995).
O’Toole reinterprets the metafunctions of language in his examination of the language of
displayed art. He has reinterpreted the metafunctions to be ‘representational’ for
ideational, ‘modal’ for interpersonal, and ‘compositional’ for textual, to provide
interesting analyses of the ways that the visual modes of sculpture, architecture, and
classical art project their meanings. O’Toole’s work is important too in terms of its
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application of the Hallidayan linguistic principle of Rank Scale to the interpretation of
displayed art—here art is viewed and interpreted in terms of an hierarchy of meaningful
units, which for O’Toole is interpretation at the levels of the Work as a whole, Episode,
Figure, and Member (1994: 14-15). As the present focus is to look at the intersemiotic
relations between the visual and verbal aspects of multimodal texts, both Halliday’s
metafunctions along with selected ideas derived from the reinterpretation of these
metafunctions by Kress and van Leeuwen and O’Toole are utilised in the development of

a theoretical framework for determining intersemiotic complementariry.

In this paper the metafunctions will be interpreted in the following ways. The
ideational metafunction is the function of language to represent the ‘goings on’ in the
world. In analysing visuals the starting point is to identify the represented participants, or
all the elements or entities that are actually present in the visual, whether animate or
inanimate. The interpersonal metafunction is the function of language to represent the
roles and statuses that participants hold in any form of interaction, and here the interactive
participants are the fock—this includes the participants who are interacting with each other
in the act of reading a visual, one being the graphic designer or drawer, and the other the
viewer, and the social relations between the viewer and the visual. The textual
metafunction is that function of language through which a text can be recognised as
having coherence and as making sense, rather than as a series of unconnected words or
phrases or sentences, and the focal point here is a consideration of multimodal text in
terms of its coherent structural elements or composition. In this paper, compositional
intersemiotic complementarity refers primarily to aspects of layout and design which
combine and integrate the interactive and represented participants in a way i which the
graphic designers or drawers wish to present at a particular point in time (Kress & van
Leeuwen, 1996: 183).

Table 1 Analytical Framework for Visual-Verbal Intersemiotic Complementarity

Verbal Meanings

Intersemiotic
Cnmplemtntaﬂ Ly

Visual Meanings

Lexical elements which relaie to
the visual meanings. These
lexical items arise according to:

Identification (participants)
Activity (processes)
Circumstances
Attributes

Vanations occur according | Vanous lexico-semantic ways of
to the Coding Onientation. In | relating the expeniential and logical
the Naturalistic Coding we content or subject matter represented
can look at: Of proj in both visual and verbal
IDEATIONAL e |dentification of modes through the intersemiotic sense
represented participants | relations of:
*  Adlivity portrayed Repetition
»  Circumstances of Sy
, 8cCo iment RioRymy
Attributes of yponymy
represented participants Collocaioy

Varnations occur according

to the Coding Onentation. In

the Naturalistic Coding we

can look at:

*  Address to the viewer

* Level of Involvement of
viewer

* FPower relations between
viewer and represented
participants
social Distance between|
viewer and represented
participants
Modality - believability
or acceptability of the
portrayal

Various ways of intersemiotically
relating the reader/viewer and the
text through MOOD and
MODALITY through the
intersemiotic semantic relations of:

*  Reinforcement of address
e Artitudinal Congruence
¢  Anitudinal Dissonance

Elements of the clanse as

exchange which relate to visual

meanings. These anse according

o

¢ The MOOD element in the
clause realising speech
function

e The MODALITY features of
the clause

s Attitude - use of artitudinal
adjectives.

Vanatons in visual meanings

occur according to choices

made n:

* Information Value -
intra-visual placement

* Visuval Salience

¢ Framing of visual

elements

Various ways of mapping the modes

to realise a coherent layout or
composition by
*  Information Valuation on the
page
Salience on the page
Degree of framing of elements
on the page
Inter-visual synonymy
Reading paths

The body copy (verbal element)
as an orthographic whole realised
by various typographical
cOnventions:
* General Typesetling:
Copyfitting:
Other Typesetting
Techniques
Also: Theme/Rheme,
Given/New Structures
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The visual representation of intersemiotic complementarity framework shown in
Figure |1 can now be expanded into an analytical table (see Table 1) showing a range of
potential ways in which these intersemiotic metafunctions reflect relations between
different semiotic systems in a multimodal text. The term Compositional has been
bracketed under Halliday's Textual because it captures more fully the sense of two modes
interacting with each other to project meaning coherently on the page. This is in
agreement with Kress and van Leeuwen’s usage, but is at slight variance with O’ Toole’s
(1994: 278) use of the term composition, where he uses it in the more traditional sense of
composition within the piece, and the artistic interpretation of how the elements of a work
of art cohere to produce a sense of visual unity or wholeness within the work.

The analytical framework presented in Table 1 will be expanded and examined in the
ensuing analyses via the presentation of a series of tables. Each table focuses on a specific
intersemiotic metafunction and outlines the main areas where intersemiotic
complementarity may be realised.

The WMI Advertisement

The WMI text is an extract from the issue of The Economist magazine dated September
2™ 1995, and is an advertisement for Waste Management International, a company based
in Hong Kong (see the Appendix). It is multimodal in the sense that it includes two
instances of both the visual mode (a monochrome photograph from the naturalistic
coding orientation and a company insignia or logo) and the verbal mode (orthographic
print of varying fonts). It appears in an Asian edition of the magazine, so the
advertisement is addressed to a particular population in terms of its readcrsh_iﬁ; The
Economist issues a North American/European and an Asian edition every week. ey are
essentially the same issue in terms of the articles, but they often differ in terms of the front
page artwork and subject matter, and in certain kinds of advertising (Garrett, 1994),

In The Economist magazine each multimodal and single mode text is a realisation of a
particular contextual configuration of field, tenor and mode, however, these
configurations derive their meaning from the broader world economic, financial and eco-
political culture, as well as from The Economist magazine as a journalistic publishing
institution which is comprised of a range of attitudes towards, and perceptions of its
readership, incorporating also various views of its role as a publisher and advertiser
dealing with economic, financial and eco-political issues. This context of culture includes
how The Economist magazine itself views the medium of its message, in other words its
views of both its verbal and visual output in relation to their relative primacy, priorities,
typographic conventions, writing/stylistic conventions and so on.

The multimodal WMI advertisement which is the subject of analysis here is a
metafunctional construct in that it is a complex of simultaneously interacting ideational,
interpersonal and textual (composition) meanings. A reader (hereafter the reader is
assumed to be the viewer/reader) of The Economist who sees this advertisement would
interact with this complexity by comprehending the experiential and logical content
represented and referred to in the visual and verbal sectors of the page, as well as any
interrelationships between them. The reader would also be asked to respond to the ways
he or she is being addressed, whether it be in terms of any potential visual or verbal offers
or statements, questions asked or commands issued, as well as a variety of projected
attitudes and judgements. Further, the reader would need to appreciate in visual and
verbal terms the imeliness and topicality of the product being advertised, or its relevance
to the context in which it occurs, as well as the coherence between one part of the page
and every other part.

Ideational Intersemiotic Complementarity

The analysis which follows will focus on evidence for lexico-semantic intersemiotic
complementarity between the visual and verbal aspects of the WMI advertisement. The
range of ideational features which may be examined in analysing a multimodal text is
outlined in Table 2, which is an elaboration of the ideational portion of Table 1.
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Table 2 presents the ideational features in terms of a range of questions. It should be
noted that not all of the questions will apply to a text at any one time. The degree of
application of these questions will very much depend on the type of text—for example, an
article dealing with the latest news in a complex financial issue and utilising a sketch
caricature and a photograph will perhaps reveal a far more complex mix of messages and
usages of these realisations than a straightforward advertisement focusing on a single
product or service.

Table 2 Ideational Intersemiotic Complementarity

INTERSEMIOTIC | VERBAL
COMPLEMENTARITY MEANINGS

Variations occur Various lexico-semantic ways Lexical elements which
according to the coding | of relating the experiential and | relate to the visual
orientation. In the logical content or subject meanings. These lexical
MNaturalistic coding we matter represented or projected | items arise according to:
can look at: in both visual and verbal modes

through the intersemiotic sense | « [dentification
Identification: Who or relations of: | (participants): who or
what are the represented what is involved in any
participants (actor, Repetition: identical activity?

recipient, goal)? Who experiential meaning.
or what are they Activity (processes):
interacting with? Are Synonymy: the same or what action is taking
the participants similar experiential place, events, states,
interacting? (vectors). meaning. |  types of behaviour?

Activity: What action is Antonymy: opposite I » Circumstances: where,
taking place, events, experiential meaning. who with, and by what
portrayal, scene, states, means are the activities
types of behaviour Meronymy: the relation being carried out?

(gestures, facial between the part and whole
expressions, stance, of something. Auributes: what are the
physical moves)? qualities and

; Hyponymy: the relation characteristics of the
Circumstances: where, between a general class of participants?

who with, and by what something and its sub-

means are the activities classes.

being carried out
(setting, m:ans. Collocation: an expectancy
accompaniment)? or high probability to co-
Autributes: what are the occur in a field or subject
qualities and area.

characteristics of the
participants?

In examining the ideational features of the WMI text, the first step is to ascertain who
or what is in the visual frame (the represented participants, whether animate or inanimate),
what action is taking place (in terms of who or what is the actor and who or what is the
recipient or object of that action), and what those actions represent circumstantially
according to the wider context of situation.



32 JASFL Occasional Papers 1 (1) 1998

An examination of the WMI text in terms of the represented participants, or
Identification, or Who or what is in _the visual frame, reveals quite obviously a naturalistic
monochrome photograph of a young woman, possibly between the ages of 16 and 20
years of age, standing upright and facing potential viewers, as well as a company insignia
signifying that the company is Waste Management International (WMI). The primary
visual in this text is the whole image. Going down the visual rank from the whole figure
portrayed to the rank of member (body part or feature), we see that the most salient
represented participant features are a clipboard held or displayed in a typical clipboard-
holding gesture, the safety helmet she is wearing, the insignia of the company or group
on the helmet, and what could be construed as a uniform of some kind—perhaps a school
or trainee uniform. The size of this clipboard and the helmet in relation to the whole
figure of the young woman make them the features with visual weight, which according to
Amheim (1988: 229) is ‘the dynamic power in an object by virtue of its conspicuousness,
size, shape, location etc.”. Other less salient features are her hair, which is out and
unrestrained, and the posture she has selected with her other hand behind her back, giving
her stance a sense that it is perhaps a posed one.

In terms of the Acti ig}r, or What action is taking place, we can see that the action
taking place is the action of pesing or portrayal of some kind on stance. The represented
participants outlined above all form part of the whole figure which is organised into this
pose. It is in Kress and van Leeuwen’s terms a Conceptual Representation encoding what
they refer to as an Analytical Process which involves the part/whole relation of the Carrier
(the whole) and its Possessive Attributes (the parts). These possessive attributes are
denotative features which do not reveal much beyond their straightforward
identification—they do however realise connotative meanings, somewhat akin to what
Kress and van Leeuwen (1996: 108) refer to in their categorisation of the Symbolic
Process within the set of processes they identify as Conceptual Representations. These
processes are about what a participant means or is (Kress & van Leeuwen, 1996: 108). In
other words, these processes are connected to the symbolism or messages conveyed by the
participant relations portrayed. Where there are two participants, the participant whose
meaning is established in the relation is also the Carrier, and the participant which
represents the meaning or identity itself is the Symbolic Antribute. This is the Symbolic
Arntributive process, where objects in images are significant due to, amongst other things,
their conventional symbolic value, or are made prominent by being foregrounded or
looking slightly incongruent in some way (Kress & van Leeuwen, 1996: 108).

The Circumstances, or Where, who with and by what means, are also interesting in
terms of the lack of a backgmunaa setting, and tEe fact that no other human or non-
human participants are in the visual frame with which actional vectors may be formed.
There is therefore no sense that the objects worn or carried by the main participant are
used in any action beyond that of display. This lack of any circumstantial elements
therefore serves to accentuate what is on display, and this is the symbolic attributes of the
represented participants both singly and in combination.

The symbolic attributes projected by this photograph are realised by the portrayal of
a human Carrier holding in the foreground (and therefore displaying) an implement
commonly used in listing, checking, assessing, and management contexts (a clipboard).
The Carrier 1s also wearing a safety helmet which connotes protection, safety and taking
care in potentially hazardous situations, and such helmets are invariably worn to protect
workers in situations where plant and machinery are operating. This helmet is also
labelled with an insignia which identifies the helmet as belonging to a particular
organisation or industry, and since the Carrier is wearing this helmet, she too is connoted
as belonging to that organisation in some way or capacity. The Carrier is also wearing
what could be construed as a company uniform of some sort, an interpretation which may
be reinforced by her identification with some industrial organisation. This could however
be a school or college uniform, because the Carrier is a very young woman. This
impression of youth is reinforced by the fact that her hair is out or not restrained in any
way, which is incongruent with the fact that she is wearing a safety helmet that is
commonly worn in contexts where long unrestrained hair is often viewed as a potential
safety hazard. At the rank of the whole figure therefore, the symbolic attributes of these
represented participants combine into a visual gestalt (Armheim, 1969, 1974) which
confers on the young woman the meaning of a young trainee manager in some
potentially hazardous resources development industry (as opposed to a service industry).
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Given these interpretations, the symbolic attributes of the most prominent of the
ideational representations can be identified and summarised in Table 3 below.

Table 3 Visual Message Elements

Represented Pﬂﬂdpm _ le Hﬂ'm M : E;-‘_;
Whole figure A person involved in the resources dcvclupnmm mdustry
Young woman A symbol of youth (a young woman with her future before her). _
Clipboard A symbol of assessment, control, management.
Safety helmet A symbol of protection, safety, care.
Insignia (photograph & A symbol of an organisation or group (here it is WMI).
symbol)
Uniform A symbol of membership in some organisation (could be a
school, or it could be a company)

Starting with the visual message elements outlined in Table 3, and checking through
the verbal aspect of the text for semantically-related lexical items produces a series of
lexical inventories (this is an adaptation of the use of lexical strings which express
semantic relations between the lexical items. Here they express the semantic relations
between the visual message elements and the lexical items found in the verbal aspect of
the text, and as such constitute what may be referred to as an inventory or list of
intersemiotic semantic relations). The sentence-level breakdown of the verbal aspect of
the text into sentences is presented in Table 4 and the results of this procedure can be seen
in Table 5. Decisions about which lexical items to include or exclude in relation to each
visual message element are based on the notion that the lexical items should be the closest
semantically to each visual element, or be reasonably expected to co-occur or collocate in
a text drawn from a particular context of situation. All uses of language have an
immediate environment in which they operate, and this text is an instance of language
‘structured as a field of significant social action’ (Halliday, 1978: 43).

Table 4 Verbal Aspect of the WMI Text

I. | Does your environmental policy meet your granddaughter’s expectations?
2 Is your business or community among the millions of customers across the world already using

our environmental services?

If it is, you’ll be aware of our total commitment to protecting and sustaining the environment.
Why?

Because we believe a high standard of performance is good for the environment and essential to
maintain the public trust and the confidence of our customers and investors.

6. | We also believe our services - integrated waste management - have an important role in the
drive towards sustainable development.

7. | In plain language, that means we’ll help our customers reduce, reuse and recycle unwanted
material wherever possible and manage residual wastes in ways that safeguard the environment
now and in the future.

8. Finally, we feel openness is fundamental to the success of our operations.

9. | So we're happy to discuss our environmental policy and talk about our people’s commitment
and performance.

10. | For more information about our total commitment, please call us at Pacific Waste Management in
Hong Kong: 852 2827 1383.

11. | Waste Management International

12. | A WMX Technologies Company

13. | Total Commitment to a Sustainable Future

ool -
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What can be seen by an analysis of this text is that in ideational terms, there is clear
evidence of visual-verbal intersemiotic complementarity, as indicated by the large number
of lexical items which relate to the topic-focus of the advertisement. This topic-focus is
the presentation of the WMI Corporation as a concerned and responsible company
involved in environmental waste management, and therefore the future. As Table 5 shows,
in the inventory concerned with this central topic, that of Resources Industry (realised by
the visual gestalt projected by whole figure of the woman), we find that there is a very
significant usage of lexical items which intersemiotically collocate to varying degrees with
that particular field, as well as some instances of intersemiotic meronymy, where such
lexical items as customers, investors and company (which refer to people or institutions)
and terms such as waste(s) (which refer to products) may be considered as forming
meronyms of the superordinate Resources Industry.

Table 5 Ideational Intersemiotic Complementarity

2 business (C)
customers (M)
environmental

(C)

community {C)

environment
(C)

environment
(C)
customers (M)
investors (M)
waste (M)

dnwl%pun:m

(C)

customers (M)
reuse (C)

sustainable (C)

now (C)
future (R)

sustaining (C)
protecting (R)

help (C)
safeguard (R)

standard of
performance (C)
maintain (C)

management (R)

manage (R)

recycle (C)
material (C)
wastes (M)
environment
(C)

9 environmental policy (C)

(C) performance (C)

10 Waste (M) Management (R)

11 Waste

Management

International
(R)

12 Technologies WMX (R)
(C)
Company (M)
13 Sustainable

Future

Company (C)

Other significant visual symbolic attributes are intersemiotically related also. The
clipboard representing Management is complemented verbally by the repetition of such
terms as management and manage, and this is collocationally supported In varying
strengths with such lexical items as maintain, performance, policy and standard of
performance. The complementarity between the young woman connoting a
representative of the future and the verbal aspect of the text is also evidenced by the
specific reference to a granddaughter, the repetition of furure and the collocational
support provided by the reference to now, expectrations, and the use of words such as
sustainable, which carry a suggestion of the consideration of the future. This verbal
reference to a granddaughter also has a strong intersemiotic collocational relationship to
the image — this is because the word granddaughter refers to the female gender and a
young woman is depicted (as opposed to a young man), but less overtly because the
young woman shown is of an age where she could be someone’s granddaughter. This
has implications regarding the text constructors’ assumptions about the potential
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readership of The Economist magazine and of its advertisements. Given the nature of the
gender-bias in company management in major corporations (whether they be developed
or developing economies), the expected readership would be mostly male, in middle to
upper-management, and perhaps close to retirement age. The safety helmet as a
represented participant, along with the collocational usage of such lexical items as
sustaining and help and the repetition of protecting and safeguard, are also further
evidence that the constructors of this text have chosen both these modes in order to
present an intersemiotically consistent and coherent message to any potential readers.
This combined message of safe management of resources for future generations is
designed to be strongly associated with the company WMI, which is also visually referred
to via the two instances of the insignia, and is intersemiotically complemented through its
verbal repetition as Waste Management International, or WML

Interpersonal Intersemiotic Complementarity

An examination of the interpersonal features of the image in the WMI text involves a
consideration of the ways that relations between the visual and the viewer are represented.
The ways in which the producer and viewer of a visual are placed socially in relation to
each other is important because this can affect the topic of the visual, the ways that it can
be read, and as a result the ways that it can be interpreted. An examination of these
interpersonal features will require an analysis of intersemiotic aspects of address, levels of
involvement, power relations and social distance, and an analysis of visual-verbal
modality. The range of potential visual and verbal realisations of these interpersonal,
intersemiotic complementarity relations are outlined in Table 6, which, like Table 2, is an
elaboration of a portion of Table 1, in this case that pertaining to the interpersonal
metafunction.

Taking Halliday’s notion of speech functions and the speech acts they can realise, and
Kress and van Leeuwen’s re-interpretation of these into ‘image acts’ in their visual
grammar, we can see that visual forms of communication can also realise similar forms of
address, but through the meaning-making features which are peculiar to visual semiotic
systems. In Halliday’s (1994: 69) exposition of the speech functions, speakers can give
information (make a statement), which can then be agreed with or contradicted, or they
can give goods and services (make an offer), which can then be accepted or rejected.
Also, speakers can demand information (ask a question), which can then be answered or
disclaimed, or demand goods and services (give a command), which can then be obeyed
or refused. Kress and van Leeuwen propose however that in Western cultures, visuals
generally perform only two image acts, and not the full range that is possible with the four
primary speech functions. These they refer to as visual ‘offers’ and ‘demands’ (Kress &
van Leeuwen, 1996: 129). This is presumably an attempt to deal with the fact that the
nature of the medium being employed, and the chronological and physical distance
between the interlocutors (the drawer/graphic designer and the viewers) precludes the
viewer from actually physically responding to an offer or demand for goods and services.
Thus, when images offer they most commonly offer information, and when they demand,
they most often demand the particular goods and services which would realise a particular
social relation, or some kind of response from the viewer.

The realisation of a visual demand is determined by the presence or absence of a gaze,
which indicates a form of direct or indirect address to the viewer (Kress & van Leeuwen,
1996: 121-130). The producer is thus using the image to act on or do something to the
viewer. The gaze always takes the form of a vector formed by the glance of one or more
of the animate represented participants outwards to the viewer of the visual. This may
often be supported by some kind of physical gesture. The amimate represented
pammpam{s} which could be human or animal (m{}stly human), will demand something
via one or more pairs of eyes looking directly at the viewer, and what is demanded by the
represented participant(s) in the image depends entirely on how the look is conveyed.
There may be a smile (suggesting friendliness), a direct stare (suggesting contempt), or a
raised eyebrow (suggesting a quizzical or questioning action). Each of these actions
requires some kind of response from the viewer in terms of entering into some kind of

social relation, which in this case is to accede to or deny the demand (Kress & van
Leeuwen, 1996: 122-123).
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Table 6 Interpersonal Intersemiotic Complementarity

Y T
. - (AL 2 b MEASINES

IDEATIONAL

Variations occur according | Various ways of Elements of the clause
to the Coding Orientation. | intersemiotically relating as exchange which

In the the reader/viewer and the text | relate to visual
Naturalistic Coding - it is a | through MOOD (Address via | meanings. These arise

continua of the use of: offers, commands, according to:

(direct or indirect). MODALITY (Aritude re in the clause
Involvement & Power: something as real or unreal, realising speech
Perspectival aspects of the | true or false, possible or function (offer,

role of the horizontal impossible, necessary or command,

angle, and the vertical unnecessary) through the statement, question)
angle. intersemiotic relations of: as determined by the
Social Distance: Size of subject/finite

frame (close up, medium, Reinforcement of Address:| relationship.

long shot etc.) affecting the an identical form of
affinity between viewer and address (MOOD). The MODALITY

Modality: Attitudinal Congruence: indicating views on
Contextualisation (full a similar kind of attitude possibility,
background to a complete (MODALITY). probability, and
absence of background). certainty.

Degree of representing Artitudinal Dissonance:
detail or abstracting detail. an opposite or ironic
Texture, Illumination (light attitude (MODALITY).
and shade).

Colour saturation showing
degree of reality.

The monochrome photograph of the young woman in the WMI text can be
interpreted as demanding information via the speech function of asking a question. It
depicts a young woman whose gaze, supported by slightly raised eyebrows, is directed
right at the eyes of the viewer, and this is realised by the fact that a straight-line vector can
be drawn from her eyes directly to the eyes of the viewer. It is a portrayal of a young
woman who is directly addressing the viewer with some kind of query. However, the
image in and of itself does not reveal what that question or query is—the viewer only
knows that he or she is being directly addressed by being asked something, and some kind
of a response or an answer is required.

This something is provided by the rest of the page, with the verbally-provided
question directly above her head. If one assumes a reading path of image to verbal text,
then a look at the verbal aspect after the image reveals that the first two sentences contain
two Subject/Finite relationships which realise an interrogative MOOD. Thus, the image,
which asks a visual question, is immediately and directly complemented intersemiotically
by the following process:

Address: Gaze at the viewer | statements, questions) and e The MOOD clement |

image. features of the clause |

s | your environmental policy meet | your ,granddaugkrcr': expectations?

inite Subject icator |

terrogative Residue
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Here is an instance of intersemiotic Reinforcement of Address, where the reader is
addressed in the same way by both modes—there is firstly a visual question or query,
realised by the slightly raised eyebrows and the direct gaze which basically says ‘I am
talking to m‘, and then there is the repetition of this form of address via a clause which
has a Subject/Finite relationship which is interrogative in MOOD, and is realising the
unmarked speech function of asking a question. This intersemiotic complementarity in
terms of reinforcement of address obtains whether the reading path is image to verbal or
vice versa. This interpersonal, visual-verbal address is of course supported in ideational
terms by the image of the young woman (the granddaughter) and the symbolic attributes
of the resources industry’s safety helmet, clipboard and WMI company insignia
(environmental policy).

Once the main question is asked, the form of address continues with another question,
which attempts to move from the personal to the collective. The reader is asked whether
or not he/she also is using the WMI services. Thus we have a kind of supplementary
reinforcement of the address, with the verbal text continuing on in the same vein,
addressing the reader and requiring some kind of cognitive response. Whether the reader
responds yes or no, this sets him or her up to receive the advertising message, which is the
WMI Corporation as a concerned and responsible company involved in environmental
waste management, and therefore the future. This second instance of intersemiotic
complementarity is also realised by a clause which has a Subject/Finite relationship that is
interrogative in MOOD, and is realising the unmarked speech function of asking a
question.

Is your business or community | among the millions of customers across the
world already using our environmental
services?

" Finite Subject

[ MOOD: Interrogative Residue

We therefore have an instance of intersemiotic complementarity in terms of the ways
that both the visual and verbal modes address the readers. Both the modes ask questions
which the readers can answer or disclaam. We can interpret this as an instance of
intersemiotic Reinforcement of Address.

This interpretation of the WMI text as being a multimodal or composite text
consisting of visual and verbal questions is supported by the level of involvement
required of the reader in answering these questions. The monochrome photograph of the
young woman 1s a naturalistic visual which, in terms of the horizontal angle, has a frontal
point of view (as opposed to an oblique one). The frontal plane of the viewer of this
visual is parallel to the frontal plane of the most visually salient represented participant,
the young woman. There is thus a strong degree of involvement with the woman required
on the part of the viewer, not by choice (although that may be the case), but by the
requirement to be involved which is coded (or loaded) into the visual by its constructor(s).
It is a scene which shows someone who is fully facing towards any and all potential
viewers, and because of the frontal nature of the angle puts the viewers in the direct line of
address. There is really no escape for the viewers—they are required to either directly
reject or turn away from the full frontal address of the young woman (something which is
hard to do in any human interaction, although there is more freedom here), or to receive
and respond to the kind of address encoded in her posture, gestures and gaze. The viewer
1s thus strongly engaged and addressed in this photograph.

This level of engagement of the reader with this multimodal advertisement is also
intersemiotically reinforced by a further aspect which is specific to images, especially
photographic images. This is the degree of social distance between the represented
participants and the viewer(s), as realised by the size of frame. As Kress and van Leeuwen
explain, in television production the size of frame is related strongly to how much of the
human body is shown in the visual frame. There is thus the close up, the medium shot,
and the long shot etc. (1990:44; 1996:130). These different kinds of shots used in
television production can be paralleled with the varying distances between people when
they talk to each other face to face, where it can be intimate or friendly (as in a spouse or
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friend or acquaintance), or unknown (as in a complete stranger). These distances are of
course culturally determined, but generally speaking one can apply these ideas to the
meanings encoded in visuals when a close up shot of someone’s head and shoulders, as
opposed to the top half of the torso, and as opposed to the full body within three metres
or at over thirty metres or more is utilised.

In the naturalistic, monochrome photograph of the young woman, the degree of
social distance between the represented (human) participant can be characterised as one of
a close social to personal distance which is realised by a medium close shot, where the
woman's full figure is not shown, but is cut off at the thigh. This can be contrasted with
the ‘up close and personal’ sense of the close-up shot, where the frame includes only the
upper body (head and shoulders) of the subject, and with the long shot, where full figures
are shown and a great deal of the physical context in which they are placed is also
portrayed. The medium close shot here however has the effect of making the figure
portrayed seem to be socially included with the viewers with a decided sense of personal
involvement as well, and lends weight to previous interpretations which suggest it is a
portrayal which asks the viewer to socially engage with the represented participant, and it
goes beyond simply being asked to just observe her portrayal or pose.

The power relations between the viewers and the represented participants in a visual
are encoded in the vertical angle formed between them. This is an important aspect of
cinematography where the viewers of film are required to react to the participants in a
particular shot according to whether they are looking down to, up to, or at eye-level with
them. There are therefore three possibilities here: a high angle, a low angle and an eye-
level angle. The high angle encodes the meaning that the viewers are looking down on
the represented participants, suggestive of a superiority to them or of their insignificance,
a low angle that the viewer is looking up to them, suggestive of an inferior position to
them or of their magnificence, and an eye-level angle is suggestive of equality between
the viewer and the represented participants. The naturalistic, monochrome photograph of
the young woman forms an eye-level angle between the viewer and herself and therefore
does not place her in a superior or inferior position. These power relations of equality,
combined with the frontal point of view encoded in the horizontal angle and the sense of
inclusion produced by the encoded social distance, support the idea that the image is
attempting to include or engage the viewer rather than dominate or elevate the viewer.

In the verbal aspect of the text there are also clear attempts to directly involve the
reader as the other interactant in this demand for a response, again indicating an instance
of interpersonal intersemiotic complementarity. An examination of the text reveals, for
example, that there are no forms of direct yet impersonal address, such as reference to the
reader as ‘the reader’ or ‘the viewer’. There are however uses of the second person
pronoun ‘you’, and the second person pronoun possessive ‘your’ to directly address the
readers and to engage them as members of a group which believes the environment and
family are important concerns, as in

Does your environmental policy meet your granddaughter’s expectations?,
Is your business or community among the millions of customers ......7, and
If it is, you’ll be aware of our total commitment .......

There are further attempts to engage the viewers in a kind of conversational process,
where the answers to the previously posed questions draw the readers into a staged
argument. Once the readers respond to these questions posed by the image and initial
sentences, they are then given a conditional statement where it is suggested that if the
answer is affirmative to the first series of questions, then they would be members of that
group of people who are aware of the need to be ‘protecting and maintaining the
environment’, which is also WMI’s policy. If negative, then there i1s a covert message that
the reader is not looking after the next generation, and is not on a performance par with
‘the millions of customers across the world who are using our environmental services’.

Once the reader responds, he or she is further engaged by the rhetorical “Why?’,
which links the statement of the company’s commitment and the reasons for it. This
information is then provided, and there are a number of instances of the first person
plural pronouns of ‘we/us/ours’ used in the non-inclusive and inclusive sense to explain
the company’s point of view as in references such as:
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Because we believe a high standard is good to maintain the public trust and the
confidence of our customers and investors.

If the reader has answered affirmatively to the questions posed, then he or she is now
being included as a recipient of the information being given and an equal member of the
group, as realised by ‘our customers’. This 1s seen throughout the text, as the following
examples show:

We also believe our services ....

In plain language, that means we’ll help our customers ....

Finally, we feel openness is fundamental to the success of our operations, and
So we’re happy to discuss our ... and talk about our people’s commitment.

This ‘conversation’ between the advertisement and the reader is concluded with a
request to call the WMI offices if more information is required. This is an attempt to
allow those less-informed companies and individuals who were not aware of ‘eur roral
commitment’, to become informed and to join in the commitment.

In the WMI text therefore, we have instances of intersemiotic complementarity in terms
of both the verbal and visual modes addressing the viewers and the readers in the same
way - they both ask questions which can then be answered or disclaimed. The readers are
not explicitly referred to in the verbal aspect of the text, but they are addressed directly
and then included into one of two groups—those who can answer YES to the first set of
questions, and those who answer NO. Either of these answers is appropnate, because the
reader is then addressed and included in the offers of information which follow the
questions (as realised by the declarative MOOD of the remaining clauses). Therefore, in
terms of address, involvement, social distance, and power relations there is clear evidence
of the intersemiotic relation Reinforcement of Address, which realises interpersonal
intersemiotic complementarity.

From the kinds of attitudes presented by the visual mode, we see that when questions
are asked or information 1s offered, it can be answered or disclaimed, affirmed, or denied
by the viewer(s). In language, the truth or credibility of what is represented by a speaker
or writer is expressed through the use of modality at the clause level, and the polarity
between the affirmation and denial of this offered information is expressed in terms of
whether something is or is not, or whether it is real or unreal. In between these two
extremes there are other possibilities which express degrees of certainty or uncertainty,
where perhaps something could happen, or of usuality, where something might sometimes
happen, but not always.

In the visual semiotic code, visuals can also be interpreted in terms of the truth,
credibility, and probability of what they represent to the viewer(s), and the information
they offer can also be affirmed or denied according to whether something is or is not, real
or unreal, as well as whether other possibilities exist which can express degrees of certainty
or uncertainty, or of usuality. The interpretation of the degrees to which a visual is
considered to be real or unreal, credible or incredible, possible or impossible depends in
the first instance on its coding orientation (Kress & van Leeuwen 1996). The WMI
photograph is a type of naturalistic visual. Such visuals are considered to be real/unreal or
possible/impossible depending on the degree of accuracy of their representation of
reality. Figure 2 shows a continuum of naturalistic visuals used in The Economist
magazine. This continuum illustrates the varying degrees to which these visuals (and by
default their creators) attempt to portray ‘natural’ images (visuals which the members of a
particular cultural setting would agree to be an accurate representation of reality, as
viewed by the human eye).
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Figure 2 Modality in the Naturalistic Visual Continuum

The WMI photograph is an attempt to represent familiar objects, characters and
actions (real or fictional) which are easily recognisable to the viewers, but are slightly
abstracted from full colour via the use of monochrome photography. This is not a totally
accurate representation for these reasons, but it is still a naturalistic photographic form.
This may be contrasted for example with a sketch caricature which does not present
reality to the same degree, but presents a whimsical version of it. As such, in the type of
visual used in the WMI text, the visual modality of the individual portrayed in terms of it
being real or credible is high. There is less freedom for the viewer(s) to agree or disagree
with the portrayal, or to contradict it. It is therefore presented as an acceptable
interpretation of reality, and as such carries a higher modality in terms of its probability as
an accurate representation of ‘truth’ than, say, caricatured sketches or line drawings.

The absence of colour and the abstraction away from many physical details of the
setting which could have been included, such as office furniture and industrial machinery,
or landscape features such as plants, trees etc., also combines with the monochromaticity
to slightly lessen the visual modality. Although this type of naturalistic visual can be
interpreted as an accurate or real portrayal, this is mediated by the fact the subject is
presented with a reduced setting, which has the effect of drawing attention to the meanings
that the drawers wish to attach to what this woman is doing, carrying and wearing.

An examination of the verbal aspect of the text reveals that the levels of indeterminacy
which could be provided by modalisation are limited. When the writers of this verbal text
present information about their company, they use the positive finite operator to clearly
express the actuality of what they are stating. This is revealed in

.. we believe a high standard is good ...
We also believe our services ... have an important role ...

We feel openness is fundamental ..., and
So we’re happy to discuss ... and to talk about our people’s ...

This form of address to the reader about their company’s policy and beliefs
constitutes the presentation of an attitude by WMI that has a high probability of being
true and therefore highly credible. It is presentation of certainty. When they address the
customers about what they (the customers) may or may not be thinking however, there is
some modulation. This is seen when they address the reader regarding their assumptions
about what the reader will or will/not be aware of, as in

If it is, you will be aware of our total commitment ...
and when they make their promises to the customers (in case they can’t fulfil them), as in
In plain language, that means we’ll help our customers ...

Thus we have a situation where a credible monochrome image is complemented by
verbal language which is direct, believable and only slightly modulated. Both image and
verbal text are presenting to the readers an attitude that the multimodal message presented
15 truthful, believable and sincere — it is an intersemiotic presentation of certainty. In
terms of address therefore, we have intersemiotic complementarity that is realised by the
attitudinal congruence generated by the certainty and credibility projected by the visual
and verbal aspects of the WMI text.
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Textual (Composition) Intersemiotic Complementarity

An examination of the textual features of a multimodal text involves an examination of
those features of the layout or composition of the text which allow the elements on the
page to be viewed as coherent parts of the one composite text. These features are not
placed on the page randomly, but are placed there for various purposes, the most
important of which is to convey to the readers a sense of unity, of co-operation, and of
coherence in terms of the main and supporting messages. The ways that this
compositional aspect of multimodal text can realise intersemiotic complementarity 1s given
in Table 7, which, like Tables 2 and 6, is an elaboration of a section of Table 1. Here the
focus is on the textual/composition aspects of the multimodal text.

Table 7 Textual (Composition) Intersemiotic Complementarity
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Varnations in visual
conventions occur
according to choices made
in terms of: Information
Value: Top/bottom
placement (vertical axis).
Left/right placement
(horizontal axis). Balance
(or balancing centre and
margins).

Salience: Foregrounding &
backgrounding. Relative
sizing. Contrasts in tones
and differences in
sharpness of focus.
Framing (weak and strong):
Clear spaces or actual frame
lines. Contrasts in tones
and/or colours. Structural
elements which divide
visual space. Vectors
producing an hierarchy of
elements via arrangements
of abstract graphic
elements. Similarity and
differences in size or
volume in co-occurring
images.

ot b

Various ways of mapping
the modes to realise a
coherent layout or
composition by

e information Valuation
on the page: Lefuright
placement (horizontal
axis); Top/bottom
placement (vertical
axis); Balance (centre
and margins).
Salience on the page:
Foregrounding and
backgrounding;
Relative sizing; Tonal
contrasts and
variations in focus.
Degree of framing of
elements on the page:
Clear spaces or actual
frame lines; Contrasts

run-around; margins;
gutters.

Inter-Visual
synonymy: Degrees of
semblance in form
across modes.

Reading Path: The
impact of potential
reading paths.

in tones and/or colours.
Visual-verbal bleeding;

¢lement) as an
orthographic whole
realised by vanous
typographical
conventions:

General Typesetting:
Contrasts in font sizes
colour, including the use of
bold, italics and
underlining.

Copyfitting: Columns,
line spacing, line length
(justified or ragged), run-
arounds.

Other Type-setting
Techniques:

Display type (headlines,
headings, sub-headings):
Blurbs; Captions; Boldface
lead-ins; By-lines.

Also grammatical and
discourse features e.g.

THEME/RHEME and
Given/New Structures

There are a number of important visual-verbal compositional aspects in this text which
show that both the modes work together to produce a coherent and unified visual-verbal
message for the readers. These aspects are examined in this framework by adapting and
extending the work of Armheim (1974, 1988) on pictorial design and visual (gestalt)
perception, Dondis (1973) on the fundamentals of visual literacy, Uspensky (1973) on the
poetics of composition in classical art, Kress and van Leeuwen (1996) on compositional
structuring principles in images, and O’Toole (1994) on composition in displayed art.
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These compositional aspects are basically concerned with where the visuals are placed
spatially on the page in terms of horizontal/vertical, left/right, or central placement, the
relative size of the visual and verbal elements to each other, or visual salience, how the
visuals and the type interact for page space, and how the visuals interact with each other.

These compositional features of the WMI text will be examined according to the
following textual intersemiotic complementarity relations:

e [nformation valuation on the page:

e Salience on the page

e Degrees of framing of elements on the page
e [nter-visual synonymy

e The importance of potential reading paths.

A consideration of information valuation on the page requires an examination of the
relative placement of the visual and verbal modes. In this text there are two important
spatial propensities operating in terms of the vertical or top/bottom and the horizontal or
left/right placement of the image and the verbal text on the page. What is immediately of
notice is that vertically the page has four sections — the top sector of the page is occupied
by the verbally realised question, Does your environmental policy meet ..., the less-valued
bottom of the page sector is occupied by the verbal statement of the WMI Company’s
stated corporate aim, and the middle of the page is occupied by both the photographic
image and the main body of the orthographic text. Considering that the main form of
address to the viewers and readers of this text is to pose a set of questions to draw the
reader in, it is interesting to note that the most highly valued sector (Kress & van Leeuwen,
1996:193-4), the top half of the page, is occupied by both the visually-posed question, as
realised by the woman’s direct questioning gaze, and the verbally posed question. Their
relatively close placement together in this more prized sector of the page means that the
questions raised multimodally are more highly valued in terms of attracting reader
interest. This is an important aspect of reading path which is discussed below.

In terms of the horizontal or left/right placement of the image and the verbal text on
the page, we see that they occupy the middle or centre section, and they form basically
two halves of the section. The image is placed in a primary position in relation to the
magazine’s spine, and the fact of its visual salience in terms of size means that a casual
reader flipping through the magazine will more easily see the image of the young woman
first and may be attracted to the advertisement because of the directness of the gaze. This
accords with the ‘attract’ function of images in advertising and in many of the articles in
The Economist magazine, which is to grab the attention of the reader.

On the other hand, the image and the verbal text are both placed in the centre of the
page, also a primary position in terms of visual weight and a divider or balancing centre
between the two halves of the page centre section. One of the functions of composition 1s
to be engaged in a ‘striving for unity’ (Arnheim, 1988:133), and this is provided by the
equality evident in the division of the page into two halves. One of the functions of
central placement is that perceptually, for the viewer, it acts as a ‘stabiliser of weight’,
where visual elements which are ‘located in the central area or on a centrally located axis
gain[ed] in power’ and help the objects outside the centre zone to be ‘united and
stabilised when they are grouped around the balancing centre’ (Amheim, 1988: 133).
Thus, the effect of the verbal headings being placed above and below the centre section of
the verbal page space is stabilised by the equality evident in the central placement of the
visual and verbal text, and the sense of compositional unity and intersemiotic
complementarity 1s realised.

One further aspect which could be important is Kress and van Leeuwen’s (1996)
interpretation of Given-New relations in terms of placement on the page. In SFL, the
Textual metafunction is realised in those grammatical and discourse features which serve
to organise text. These resources provide readers with cues as to where they are and
where they are going. In English, what is expressed first, or what is in the left hand
position, is very often what carries information which may be retrieved from the context,
and may be considered as given, or understood as known by the reader. This Given-New
structure is mapped onto the thematic structure of a text, providing a ‘composite texture
to the discourse and thereby relat[ing] it to its environment’ (Halliday, 1994: 299). Kress
and van Leeuwen have reinterpreted this for the visual semiotic system, so that the left to
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right orientation of the reading path in English and the organisation of meaning into a
Given-New contrast is also important in organising the ways that meanings are represented
to the viewers, but in ways that are of course peculiar to the visual mode. In a visual
semiotic, there are strong culturally-based conventions for interpreting how visuals can be
read. One of these is the left to right reading path orientation, and the visual expectancy
that this can produce in viewers. This expectancy is complemented by the Given-New and
THEME-RHEME organisation in verbal text. In the text under discussion here, the verbal
text is organised into two parts according to Themes; the first part contains Themes
relevant to the reader ‘you’ (Is your business...; If it is, you) while the second part
contains Themes relevant to the company, ‘we’ (Because we; We; In plain language, that
means we, Finally, we; So we; For more information about eur total commitment). This
organisation is mirrored in the visvally salient opening question which includes the
phrases your granddaughter and environmental policy, in that order. This opening
question could be interpreted as the Theme of the text as a whole. The image of the
young woman (who could be connoted as representing a family member of the
viewer/readers, as well as an employee of the company, WMI) visually brings together the
elements of the opening question — ‘you’ (the reader) and ‘we’ (the company, which is
referred to indirectly by ‘environmental policy’). Both the visual and the verbal thus
work together to reinforce the connection between ‘you’ (the reader) and ‘we’ (the
company).

Interpreting visual-verbal intersemiotic relations in this text in the light of its Given-
New organisation, we can suggest that the image of the young woman occupies the left-
hand or Given position of the page, while the New or right-hand position is occupied by
the verbal text. Kress and van Leeuwen (1996: 189) suggest that in many multimodal
magazine layouts the left-hand space of the Given is usually taken up by verbal text, while
that of the New (right-hand) is often taken up by one or more images, with the images
providing a way of quickly and directly letting the viewers know what is the new
information coming. They provide many examples of this — however they do comment
that there are exceptions to this verbal-visual, Given-New ordering, such as instances where
the image is presented as the Given and the New is the verbal text. They discuss specific
instances to show that the realisations of this Given-New distinction are not always
predictable, and it seems that this WMI advertisement is one of those exceptions, where the
young woman (the granddaughter or anyone’s young daughter) is addressing the viewer
directly through her questioning gaze. Once the viewer's attention has been gained and
has accepted the nature of the Given question, he or she can then be presented with the
New information, which is supplied in verbal form on the right-hand side of the
advertisement, and relates to how the WMI company can help, depending on the answer
given by the reader. The image could be interpreted as Given if we take the view that the
reader could be of an age where he or she does in fact have a granddaughter (which as
already noted is most probably assumed by the creators of this advertisement), The new
information provided in the verbal form would then directly relate to the reader/viewer —
the you of the text.

The complementarity relation salience on the page has to do with the relative sizes of
the visuals (their visual salience) compared to the verbal aspect of the text in relation to
the space taken up by each on the page. It is concerned with how important the elements
are to the compositional makeup of the text. According to White (1982: 127), size is an
indicator of visual importance, so a graphic designer should

Signal the Big Idea of the story in the Big Picture - and make that big
picture as big and as dominant as possible. Then, reinforce the big idea
within the big picture with smaller ideas carried in the smaller pictures, to
flesh out the big idea, add details, corroborate the thesis ... In visual terms,
such attention-focusing is achieved most easily by the simple expedient of
giving the important picture the size that shows its importance.

The size of the image of the young woman in relation to the amount of space taken
up by the type shows that it is significant and has an important part to play in the
transmission of the topic-focus of the text. This effect is accentuated by the fact that her
image forms one half of the middle section of the page, and well over three quarters of
the left hand side of the page. Further, her image carries visual weight in terms of the
colour saturation provided by her dark dress, and the saturation provided by the dark hair
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which frames her face and makes it more visually salient (which also has the effect of
forcing the viewers’ eyes to be directed towards her questioning face and eyes). The
attracting sense provided by this monochrome colour saturation is mediated however by
the salience of the top and bottom headings, which is realised by the black, large type
font, and has the effect of balancing the ‘weight’ of the image’s colour saturation.
Further, the impact of her address to the viewers is compositionally supported through the
choice of size of frame to realise a particular social distance. The medium close shot-size
of the photographic image has allowed the visual constructor to load other messages into
the visual through the inclusion of the safety helmet, the clipboard and the uniform, rather
than having just the isolated, strong effect of a close up shot of her eyes dominating. It is
not simply a question being asked, but a question with other features in the context of
who she portrays herself to be, and what she is shown as being capable of doing.

In relation to the degrees of framing of elements on the page, the first and most
obvious feature here is the fact that the page space can be divided up clearly into four
balanced sections. This is represented in Figure 3.
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Figure 3 Framing on the page

In many texts visuals often compete to varying degrees with the verbal aspect of the
text for page space. Here however, there is no sense of competition but a clear
demarcation and balancing in terms of spatial allocation. There are uniform proportional
divisions between the verbal (type) space and the visual space of the photograph and
insignia. In fact the insignia seems to form a sort of visual ‘full-stop’ to the nght hand
block of verbal text.

This text displays a typical clear division in framing terms. Although there is no
conventional but strict framing device like a drawn-in line border, there is an orderly,
clear space around the visual to delineate it precisely from the other parts of the page. The
image is not however forcing the type to conform to its shape, a technique referred to as a
runaround and commonly used by graphic designers for effect—a dangerous one since
in design terms whenever it is used there must be some sacrifice in legibility (White, 1982:
106-7). Here there is a clear even space between the visual and the type, so that the
arrangement of the elements on the page in relation to each other creates a sense of umity
and little if any sense of competition for page space. The overall effect for the reader is
of textual intersemiotic complementarity, in that the image forms an integral part of the
page, the two modes in a sense occupy their page spaces in an orderly and non-disruptive
way, and the reader retains a sense of visual unity so that the message can be easily
projected. These intersemiotic textual features work in concert with the interpersonal and
ideational intersemiotic semantic relations in the text to satisfy several conditions of
intersemiotic complementarity.

So far, we have found evidence supporting the realisation of intersemiotic
complementarity on the page in terms of information valuation, salience and the degrees
of framing of elements. The next sections will deal with two other important aspects of
textual (composition) intersemiotic complementarity, that of inter-visual synonymy and the
effect of potential reading paths.
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In many multimodal texts there is often more than one visual utilised, and in The
Economist magazine this can potentially include naturalistic photographs, sketch
caricatures and drawings, or mathematical tables, charts, graphs and diagrams. When
visuals have been derived from the same coding orientation, there is potential for them to
co-operate on the page also. This complementarity is often realised through what may be
termed inter-visual synonymy, where there is some semblance in form across the page,
which in a sense mirrors the meaning expressed by both visuals. An examination of this
visual to visual interface in the WMI text shows this kind of inter-visual synonymy in the
insignia on the young woman’'s helmet and under the right hand verbal text, where it
forms some kind of a ‘full stop’ to the text. The primary or first-order function of the
insignia is to identify the WMI corporation, and the fact that it is also placed prominently
(in the centre) of the helmet above the visually salient eyes projects a clear associative
message initially of group membership, but more importantly of association with the
values projected by the safety-conscious, managerially-efficient, with her future-all-
before-her company trainee. This is an interesting example of how two different coding
orientations, the naturalistic and straightforward abstract or symbolic, complement each
other in reinforcing the intersemiotic complementarity inter-visually and between the
visual and verbal modes.

An aspect which is interdependent with the compositional principles of information
value, salience, framing and visual synonymy on the page discussed so far is that of
potential reading paths. Kress and van Leeuwen (1996: 218-223) discuss this when they
refer to ‘linear’ and ‘non-linear’ compositions. The former refers to the strictly coded
verbal text of English, which in its single-mode form must be read from left to nght (e.g.
a novel), and the latter to multimodal (composite) texts which can be approached in
alternative non-linear (circular, diagonal, spiralling) ways (e.g. newspapers, magazines).
Reading paths relate to the hypothetical viewer’'s eye movement from the most salient
points in the composition to the next or less salient points. There is of course a cultural
element to this in that viewers from different cultures (and even different age groups or
educational backgrounds and contexts) may read a visual in differing ways.

Kress and van Leeuwen also comment about the reading paths commonly used in
magazines and newspapers, comments that are relevant to the interpretation of The
Economist magazine text in this paper. They suggest that the reading paths followed in
magazines often involve the readers flicking through and stopping as pictures or
headlines catch their eye, and then perhaps returning to the articles which piqued their
interest. Alternatively, they may go straight to the article relating to the front page topic
or headline, or to their favourite columnist, or the sports section. Many readers of
newspapers may in fact read the back page first. Thus the reading path is selective and
partial, as opposed to strictly linear. They comment further that

whether the reader only ‘reads’ the figure and the headline [referring to a
magazine text they are discussing], or also part of the verbal text, a
complementarity, a to-and-fro between the text and image, is guaranteed
...... the most plausible reading path is the one in which readers begin by
glancing at the photo, and then make a new start from left to right, from
headline to photo, after which, optionally, they move to the body of the
verbal text. Such pages can be scanned or read, just as pictures can be
taken in at a glance or scrutinised in their every detail (Kress and van
Leeuwen, 1996: 218-219).

An interview with Ms. Penny Garrett (1994), the Chief Editor of Graphic Design at
The Economist magazine's corporate headquarters in London reveals that this is precisely
what the graphic designers of each issue of The Economist magazine assume that their
readers will do, and so they attempt to construct their issues accordingly. Kress and van
Leeuwen’s use of the term ‘complementarity’ here 1s interesting — in the above
quotation the term is used in a different sense to the usage in this study, in that their usage
refers generally to the fact that a reader of a multimodal text tends to read all elements of
a multimodal text in some culturally-determined way or direction. [ntersemiotic
complementarity in this paper however is a theoretically-motivated term which is used to
explain not only why a reader does move ‘to-and-fro between the text and image’, but
also what intersemiotic resources are drawn upon to produce this sense in the reader that
the text before him or her is a single, coherent multimodal text.
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Another influence on the reading path is the way that visual saliency is interdependent
with placement in the visual field. This is concerned with Amheim’s (1988) work on left-
right directionality, and relates to the reading path that a typical reader will follow. In the
WMI text it could easily be assumed that the first thing seen by viewers would perhaps be
the image of the young woman addressing them directly with a question. This could be
due to the photograph having its own visual ‘weight’ because of its placement on the left
hand side of the visual frame or field, and the fact that it would be the first thing that the
eye could catch. The next thing seen would be visually salient, and in the WMI text this
would be the question asked at the top of the page — this question occupies the upper
sectors of the visual frame and so carries its own ‘weight’ in that sense. So the
constructor of any multimodal text must take account of the fact that readers will assume
that visuals are part of the page space and that they will be viewed as part of the whole
text. They would therefore attempt to include visual and verbal instances which can
readily realise intersemiotic complementarity in ideational, interpersonal and textual
(composition) terms.

Conclusions

In this paper a framework for the analysis of page-based multimodal texts has been
presented in an attempt to prove the proposition that intersemiotic complementarity
obtains when a range of conditions are met. To that end it has been argued that a
metafunctional interpretation of visual-verbal intersemiotic relations in multimodal text
would prove fruitful in clarifying the ways that the intersemiotic relations in multimodal
texts are realised. It has also been argued that both the verbal and visual modes project
their meanings in concert, and that this interrelationship is one of intersemiotic
complementarity. Through an analysis of the WMI text in terms of the three
metafunctions, the ideational, the interpersonal, and the textual (composition), it has been
demonstrated that in this text this complementarity is realised ideationally through the
intersemiotic lexico-semantic sense relations of reperition, synonymy, antonymy,
hyponymy, meronymy, and collocation, interpersonally through meanings projected in
both modes through the reinforcement of intersemiotic forms of address (MOOD), and
intersemiotic attitudinal congruence and dissonance (modality) relations, and textually
(compositionally) via the complex interplay of various compositional relations of
information value, salience, framing, inter-visual synonymy, and reading paths on the

page.

It is clear also that just one text like the WMI text is an amazingly rich source of
complexity in multimodal meanings and intersemiotic complementarity, and that there are
further areas which would be rich avenues of exploration, and levels of delicacy in
analysis which could be developed further. One area which may be very interesting 1s
how the visual and verbal modes realise intersemiotic complementarity at the level of a
multimodal text’s discourse structure, and even in terms of texts as realisations of a
particular generic structure. It is also of interest to an investigation of the ways that
intersemiotic complementarity is realised when applied to other modes such as the aural-
visual on television. Finally, the kind of analytical framework introduced here has
elements which could make this a particularly useful tool in first and second language
pedagogy, especially in many of the subject areas which frequently utilise multimodal
methods of projecting meaning.

* | wish to thank Professor Emerita Rugaiya Hasan for her advice and terminological
assistance with the interpersonal aspects of the intersemiotic complementarity framework,
and Wendy Bowcher for her editorial assistance.

Notes

1. The use of the term complementarity in this paper differs substantively from Greimas’
usage, that of a logical relation between semantic oppositions as represented in his
‘semiotic square’ (see Noth, 1990: 318-319). The term has also been used in research
on the nature of the relationship between speech and writing — the views of this
relationship suggest that it is one of heteronomy, or of autonomy, or of partial to full
interdependence or complementarity (see Noth 1990: 262-263). Complementarity in
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this latter area means that writing and speech can influence each other in linguistic
communication, and thus are fully interdependent.

2. Barthes (1977: 41) explores this phenomenon briefly in his exposition of relay
between text and image, where he claims that ‘text and image stand in a
complementary relationship; the words, in the same way as the images, are fragments
of a more general syntagm and the unity of the message is realised at a higher level’.
Thus relay, in terms of an interpretation of the total message of the verbal/visual text
involves a reciprocal association between both the verbal and visual (1mage)
constituents, with each mode contributing to the overall message projected. The actual
mechanisms by which these mode-based contributions produce this ‘more general
syntagm’ are not explored in any depth by Barthes.
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Appendix
Waste Management International Advertisement, The Economist, September 2", (1995) p. 30.

Does your environmental
policy meet your
granddaughter’s expectations?

[s your business or community among
the millions of customers across the world
already using our environmental services?

If it is, youll be aware of our total
commitment to protecting and sustaining
the environment.

Why? Because we believe a high
standard of performance is good for the
environment and essential to maintain the
public trust and the confidence of our
customers and investors.

We also believe our services — integrated
waste management — have an important
role in the drive towards sustainable
development.

In plain language, that means we'll help
our customers reduce, reuse and recycle
unwanted material wherever possible and
manage residual wastes in ways that safeguard
the environment now and in the future,

Finally, we feel openness is fundamental
to the success of our operations. So we're
happy to discuss our environmental policy
and talk about our people’s commitment and
performance.

For more information about our total
commitment, please call us at Pacific Waste
Management in Hong Kong: 852 2827 1383.

&

Waste Management International
A WMX Technologies Company

Total Commitment
to a Sustainable Future
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Intonation in English - Workshop

Wendy L. Bowcher
Tokyo Gakugei University

Introduction

This paper is a workshop report of the JASFL Spring Workshop conducted on June 8, 1996.

The aim of the workshop was to introduce the Systemic Functional model of intonation and
attempt to use it to analyze a short ‘simulated’ authentic English text. It was recognized that
an in-depth analysis of intonation would not be possible in the allotted time frame, but it was
hoped that some preliminary ideas on how to approach the analysis of intonation using the SF
framework would be achieved in this workshop. The workshop began with a brief overview
of intonation and its place in Systemic Functional linguistic theory. After this, features of the
model of intonation were presented and the workshop members were divided into two

working groups. Each group was given short tasks such as listening to tapes from Halliday
(1970), discussing these and analyzing short texts. The workshop culminated in a preliminary
analysis of a simulated authentic conversational English text. This workshop report largely
follows the plan of the workshop and includes material from the workshop with changes
made to suit the format of this report.

An Outline of the System of Intonation in Systemic Functional Theory

Intonation ... functions in the lexico-grammatical system: it encodes some
aspect of the wording, and therefore directly expresses contrasts in meaning
(Halliday, 1985: 48).

Rather than viewing intonation as a purely acoustic phenomenon, Systemic Functional
linguistic theory emphasizes the key role that intonation plays in the creation of meaning.
Intonation is viewed as one of the resources upon which speakers draw to make meaning in
context. Any instance of language use represents a selection from the total potential of the
language system (meanings, wordings and soundings) and what motivates this selection is the
context of situation. The context of situation is a conceptual construct consisting of three
mtf:rdep-e:ndent vanables, field (the nature of the social process), tenor (the nature nf the
participants in the social process) and mode (the nature of the medium of exchange). These

three variables correlate in general terms, with features of the Ianguage system—a tristratal
schema where meanings are realized in wordings which are realized in sounds. Linguistic
meaning can be thought of in terms of three metafunctions: the ideational, the interpersonal
and the textual. Field tends to activate ideational meanings; tenor tends to activate
interpersonal meanings; and mode tends to activate textual meanings. These in turn are
realized in certain lexicogrammatical systems. Ideational meanings are realized in such
systems as Transitivity; interpersonal meanings through such systems as Mood; and textual
meanings are realized through such systems as Theme.

Features of the intonation system, play a significant role in the realization of textual,
interpersonal and logical meanings (from the ideational metafunction). As noted in the
quotation at the beginning of this section, the intonation system functions in the
lexicogrammatical system. Within the intonation system itself, there are three possible
categories of selection. They are TONALITY, TONICITY and TONE. Although these categories
will be outlined independently it should be remembered that they work interdependently to
construe meanings associated with the relevant context of situation. For instance, the
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selection of a tone group (TONE) implies a tone boundary (TONALITY) and a syllable carrying
tonic prominence (TONICITY) and these together are activated by certain contextual
constraints. Table 1 shows in bold type, the categories of intonation and their place in the
realization of meaning.

Table 1 The Place of Intonation in the Language System

K

Transitivity . Theme,
Information Unit

(Given & New)

(4

Tone Sequences | rising, falling, Placement of “tonic
¢.2. a rising tone (ete.) of pitch prominence’ (TONICITY)
followed by a {TONE) The organization of spoken
falling tone language into *tone groups’
{ TONALITY)

The three categories of TONALITY, TONICITY and TONE are also interdependent on other
features of the English sound system. One of these is rhythm. Rhythm plays an important
part in the understanding and identification of intonation patterns, and for this reason it is
apropos to briefly outline it here.

Rhythm

English is a stress-timed, or foot-timed language which means that utterances can be
organized into feet (like bars in music) which are roughly equal in length. A foot can be
further broken down into syllables, and within a foot the first syllable is always salient, or
stressed, while the other syllables (if there are more than one) are non-salient. A foot may
also begin with a silent beat which is called a silent ictus, but this does not break the rhythm
of the utterance (Halliday, 1970: 1-3). These features of rhythm can be compared to a bar in
music. For example a piece of music in 3/4 time such as a waltz has a rhythmic beat of
‘strong-weak-weak’. Each bar has three beats in it no matter whether it is made up of eighth
notes or a rest. Even if the first beat of the bar is silent, the rhythm is not broken. Spoken
English also follows very rhythmic timing such that a foot with five syllables is virtually the
same length as a foot with one syllable, all other things (such as tempo) being equal. So, if
we say, for example, the sea was getting very rough with the strong beats falling on ‘sea’,
‘get’, and ‘rough’, we find that the middle foot contains four syllables while the last foot
contains only one syllable. The four-syllable foot /get-ting-ve-ry/ requires the speaker to
‘squash’ the syllables up so that this foot will equal the one-syllable foot, /rough/.

Another important point about salience is that it is connected with word accent. Halliday
(1970: 2) states that the most likely syllables to become salient in connected speech are:

(1) one-syllable words of the content class (lexical words).
(2) the accented syllable of a word with more than one syllable.

Those syllables which are more likely to become weak syllables in connected speech are

(1) one-syllable words of the “form” class (structural words).
(2) the non-accented syllables of words with more than one syllable.
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Although rhythm is not meaning-making like tone, it is important to the production and
comprehension of English, and it plays an important role in the recognition of features of the
system of intonation, including the recognition of tone group boundaries.

The notation used to mark foot boundaries, silent beats and salience in a transcription is
as follows:

/ - a single slash indicates a foot boun
/getting very/ - a salient syllable always comes after a foot boundary
A - an “insert’ symbol is used to mark a silent beat

The utterance the sea was getting very rough can now be transcribed in the following
way:

A the /sea was /getting very /rough

We shall now turn to the three categories of the system of intonation, TONALITY,
TONICITY and TONE.

TONALITY

TONALITY, which is the segmentation of the flow of discourse into tone groups, makes it
possible to locate the boundaries between tone groups. If we want to investigate patterns of
tone group segmentation in discourse, we need to find the boundaries of tone groups. Some
tone groups extend over rather long stretches of speech, longer than a clause or even a clause
complex, while other tone groups may extend only over a word or a syllable. Such patterning
helps us to identify a text type or register, i.e. whether it is a written text that is being read out
loud, a prepared speech as opposed to an impromptu speech, or a sportscast, or a gossip
session. Each of these types of texts will have specific patterns of TONALITY. For instance,
Halliday (1970: 4) notes that “in reading aloud, or in more formal speech, clauses tend to be
divided into quite a number of tone groups, because they are rather long and full of
information’. Tench (1988) has found that ‘length of intonation unit seems to correlate with
the degree to which the semantic content [of the spoken text] is prepared’ (Tench, 1988: 80).
In specific portions of sports commentaries, tone group boundaries coincide largely with
grammatical structures such as nominal groups or circumstances. In general, however, the
tone group can be of any length ‘depending on the particular meaning that the speaker wishes
to convey’ (Halliday, 1970: 4).

The notation used to mark tone groups is a double slash //. The utterance the sea was
getting very rough can now be presented in the following way.

/I A the /sea was /getting very /rough //

TONICITY

TONICITY is the system of assigning tonic prominence to a syllable in the tone group, thus
indicating which part of the tone group is considered by the speaker to be important, or new.
The tonic syllable always falls on a salient syllable and is recognized by a distinct change of
pitch. According to Halliday, it ‘carries the main burden of the pitch movement in the tone
group’ (Halliday, 1970: 4).

The assignment of tonic prominence is ‘a way of relating what is being said to what has
gone before [and] ... is therefore an essential part of the organisation of discourse’ (Halliday,
1970: 41). The most neutral place in each tone group for tonic prominence to fall is the last
lexical item in the tone group. This is the most likely place that speakers would assign the
tonic prominence if they were to read the utterance out of its context. This is thus known as
‘neutral TONICITY'. The notation used to mark tonic prominence is either underlining or bold
type. In this report underlining shall be used.
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Using this idea of neutral TONICITY, the utterance the sea was getting very rough can now
be transcribed as follows.

Il A the /sea was /getting very /rough //

The identification of tonic prominence is useful in finding out if there are any special
meanings stemming from the context of situation and associated with the utterance. For
example, consider the following utterance.

The teacher caught several of them in the park

It will be assumed that this utterance constitutes one tone group, that is, in this utterance there
is only one syllable which takes tonic prominence. By changing the syllable which takes tonic
prominence, we can demonstrate how the utterance construes a different meaning with each
change. In each of the following examples a different syllable has been underlined to indicate
tonic prominence.

1. // A the /teacher caught /several of them in the /park //
2. /I A the /teacher caught /several of them in the /park //
3. /I A the /teacher caught /several of them in the /park //

In example 1 the tonic prominence falls on tea of teacher. Here the speaker has chosen to
place focus on the word teacher. This suggests that a question that may have preceded this
utterance in the context could have been, who caught them?. By placing tonic prominence on
tea the speaker is attending to the ‘who’ part of the question. In doing so, the speaker is
indicating that it was the teacher and not, perhaps the police, or the townspeople who caught
them. In example 2 the focus is on the number of them caught, so a possible question

ing this utterance is, Were any of them caught? or How many of them were caught?. In
example 3 the focus is on the location of the catching, so a possible question preceding this
utterance is Do you know where they were caught?. To attend to this question, the speaker is
obliged to place tonic prominence on the word park. Example 3 shows the neutral position
for tonic prominence, i.e. on the last lexical item in the utterance.

The placement of the tonic syllable also has an important grammatical function. In order
to discuss this, we need to reinterpret the tone group as a unit of information. In Table 1 it
can be seen that INFORMATION UNIT is a structure in the lexicogrammatical level of language.
An information unit has both obligatory and optional elements. The obligatory element is
called the ‘New’ element, while the optional element is called the ‘Given’ element This can
be explained in the following way. In each information unit, tonic prominence indicates ‘the
culmination of what is new’ (Halliday, 1985: 55). From the above utterance, ‘the teacher
caught several of them in the park’, each time the tonic prominence changed position, the
speaker indicated that he/she was attending to something different in the context. The piece
of information that is attended to in each case is presented as something ‘new’. Therefore, the
tonic syllable is an indicator of the ‘New’ element in an information unit. If there is anything
after the tonic it is known as the ‘Given’ element. So, the obligatory element in the
information unit is the New while the optional element is the Given. As the New element is a
culmination point, there may not be a clear line that can be drawn to show whether what
comes before the tonic is new, or given. We need to go back in the text and the context to
make any decisions on this. Therefore, the structure of the information unit is (G)* N* (G) -
obligatory New element, optionally preceded and/or followed by something Given (Halliday,
1985: 55). Example 3 from above could be analyzed in the following way.

/Il A the /teacher r:aught /several of them in the f%ﬂ
| ¢ New

Tonic prominence and the structure of the Information Unit provides a means of
ascertaining how the information in a text flows or what the overall structure of a text 1s.
Examining those items in the text which are given tonic prominence indicates what the
speaker perceives to be the foci of the message, or what the speaker perceives to be new
information throughout the text. With reference to the function of tonicity in discourse, El-
Manoufy (1988: 8-9) states
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The selection of a particular word as the tonic word indicates whether
or not the speaker is “presupposing™ something in the previous
discourse or in the situation. This presupposition acts as a link,
relating the content of the information unit to that discourse or
situation ... it 1s organization in terms of establishing relationships
between the different bits of discourse and between them and the
situation.

TONICITY therefore contributes to the realization of Textual meanings and thereby
contributes to the realization of Mode.

TONE

The description of TONE, which constitutes a major portion of this report uses examples
drawn directly from Halliday's A Course in Spoken English: Intonation (1970). Readers are
advised to consult this book for a full discussion of the system of TONE. It should be noted
that this report does not include a discussion of pretonics or secondary tones and their
associated meanings'. Unfortunately, the time allocated to the workshop and the general aims

of the workshop did not allow for more than a cursory look at these features of the intonation
system.

Table 1 indicates that TONE plays a part in realizing both interpersonal and logical
meanings and is realized by changes in pitch. In terms of interpersonal meanings, the choice
of tone realizes speech function, such as statement or question, as well as modality, such as
assessment and possibility and speaker’s attitude, such as deference, assertiveness,
tentativeness and hostility. These latter features can all be grouped under the heading, ‘Key’.
Choice of tone thus plays an important role in the realization of Tenor. There are seven
primary tones including two compound tones. They are outlined below along with their basic
meanings and some examples of utterances in which they are used. Their role in realizing
logical meanings is also suggested. (Example utterances in this section are taken from
Halhday (1970) except where indicated.)

TONE 1 (Basic meaning: certainty)

Tonic: falling |\

//'1 Arthur and /Jane left for /Italy this /moming //

Tone 1 1s realized by falling pitch. It is the neutral tone for statements, wh-questions,
commands and exclamations. The basic meaning of Tone 1 is ‘certainty’. However,
depending on the kind of utterance it is used in, the speaker’s attitude that is conveyed may
differ. For example, when used for a negative command, such as ‘don’t do it again’, it gives a
sense of forcefulness, whereas when used in the utterance of a statement-question, such as
‘Peter’s not here yet’ it expresses the speaker’s observation of a fact, or sitnation. A sequence
of Tone Is indicates a sequence of independent pieces of information. It may also indicate
certainty when used with a tag question such as

/I'1 A they live in /Beckenham //1 don’t they// (‘I'm fairly sure they do’)
TONE 2 (Basic meaning: uncertainty)

Tonic: high rising V or falling-rising (pointed)

// 2 do they /take the /car when they /go a/broad //
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Tone 2 is realized by a high rising pitch. The basic meaning that it expresses is one of
uncertainty in the speaker and is hence the neutral tone for polar interrogatives. When a Tone
2 1s used n an utterance which is grammatically a statement, it changes this statement into a
question. When used in a wh-question, it can change the function of the wh-question to
become either deferential in key, or to become that of an echo question. Tone 2 can also
make a response sound contradictory or confrontational such as in the following example.

Question: Have you got the tickets?
Response: // 2 A no [ /haven’t /got the /tickets// (‘out of the question’)

Some common clause sequences with Tone 2 are listed below.

Tone 1 & 2 (polarity changed) // 1 Peter’s here // 2 isn’t he //

Tone 2 & 1 (alternative question) // 2 did you play /tennis // 1 A or/ golf // (*which?’)
Tone 2 & 2 (list question) // 2 did you play /tennis // 2 A or / golf // (*yes or no?")
Tone 1 & 2 (statement with tag question implying uncertainty

//'1 A they live in /Beckenham //2 don’t they//

TONE 3 (Basic meaning: confirmation, incompleteness)
Tonic: low rising

i

/I 3 Arthur /likes to /have it /while he’s /there //

Unlike Tone 2, the rise in pitch of Tone 3 is very slight, and at times almost level. When
used in making a statement, Tone 3 can express the speaker’s desire to reassure. If the
speaker chooses a Tone 3 when making a command, the command is more likely to sound
polite, or not so serious in nature. Tone 3 can express a sense of incompleteness, as when a
speaker is saying a list of items. Each item may be said using a Tone 3 and only until the
speaker uses a Tone 1 will the list sound complete. The clause complex sequence of Tone 3
followed by Tone 1 is the neutral sequence for co-ordination, or paratactic clause relation.
For example,

/'3 John went /out and // 1 Mary stayed at /home //

TONE 4 (Basic meaning: reservation or contrast)

Tonic: falling-rising (rounded) P

I/ 4 A they /didn’t /take the /car /last time they /went // (*so why are they taking it this time...")

According to Halliday, Tone 4 is the second most common tone in English next to Tone
1. The basic meaning of Tone 4 is that of reservation, contrast or strong personal opinion that
may be in contrast with the listener’s opinion. For example, when a speaker uses a Tone 4 on
a statement such as, ‘Kyoto has beautiful temples’, the listener is waiting for the ‘but’ and the
piece of contrasting information that expresses the real reason why, for instance, the speaker
would not like to live in Kyoto.

/ 4 Kyoto has /beautiful /temples // 1A but I /much prefer /Tokyo’s /nightlife //
(this example not from Hﬂﬁdg;y (1970))

A sequence of Tone 4 and Tone 1 (or Tone 1 followed by Tone 4) is the neutral sequence
chosen where one clause is dependent on the other, as in the above example.
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TONE 5 (Basic meaning: strong certainty)

Tonic: nsing-falling (rounded) |./‘\

Il 5 ~ 1/didn’t /know they’d /ever /been to /ltaly //

Tone 5 is opposite in shape to Tone 4 and is likewise opposite in meaning. Whereas
Tone 4 indicates to the listener that there 1s more to follow, Tone 5 expresses the sense that
there is nothing more to be said. It is used on statements to express the strong commitment of
the speaker to an opinion or an idea or in exclamatory responses to express surprise or sudden
realization, such as in the following example.

Il' S A so fthat’s why we /always /saw them /there //

If Tone 5 is used in addressing someone it is more than likely that the speaker is scolding
that person. A sequence of Tone 5s indicates a sequence of independent pieces of
information.

TONE 13 (Basic meaning: Circumstantial information in tone 3 element)

Tonic: first tonic falling, second tonic low rising ‘ |

// 13 Arthur’s /been there /twice in the /last /year or /so //

Tone 13 i1s a compound tone in that Tone 1 and Tone 3 have become fused. This tone
does not represent a tone sequence because there is no possibility for any pretonic to occur
before the onset of the Tone 3 rise. In utterances which use Tone 13, there are two tonic
syllables. The first falls on the major piece of information in the utterance, while the second
falls on relatively minor information. Tone 13 may express a plea or a speaker’s attempt at
persuading the listener to do something, as in the following example.

/113 Try not to /step in it/ ( a mother telling her child not to step in some milk
spilled on the kitchen floor)

Tone 13 is commonly found in utterances which include a clause final adjunct or a
substitution clause, as in the following examples.

/I 13 A there are /deer in those /woods //
/1 13 A it’s a /real /nuisance /that /dog //

TONE 53 (Basic meaning: Circumstantial information in Tone 3 element)

Tonic: first tonic rising-falling (rounded), second tonic low rising )’/\

/1 53 A he’s /Inever /taken /Jane on /any of his /visits /though //

Tone 53 is the only other compound primary tone in English. Because of the intensity of
Tone 35, utterances which use Tone 53 express a stronger commitment on the part of the
speaker either in level of excitement or surprise, hostility or anger in the first part of the
utterance, with minor related information expressed through the second part of the utterance
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using the Tone 3 movement. Like Tone 13, Tone 53 can also be used on utterances in which
there is a clause final adjunct or where there is a substitution clause.

Analysis

After listening to examples of the primary tones using Halliday (1970) and conducting short
associated tasks such as dividing short utterances into feet, finding the tonic syllable and
determining the tone group of utterances, the participants in the workshop were asked to
attempt to analyze a simulated authentic conversational English text. Included in each

workshop participant’s package of handouts was a set of recommended steps for analyzing
the intonation patterns. These steps are reproduced in Table 2.

The time allotted to the workshop unfortunately did not allow participants to complete the

analysis of the text. The analysis presented in this paper was completed after the workshop
with the help of Lawrence Pikus of Yokkaichi University.

Table 2 Steps to Analyzing the Text

[ Steps to Analyzing the Text
Step Helpful Hins
1. Listen to the text and mark the feet |
boundaries and any silent beats with an |
insert symbol. i o
2. Mark the syllables which appear to have |+ See Halliday’s analysis of the ‘Silver Text in
tonic prominence and then mark the Introduction to Functional Grammar (1994),
structure of the information unit (Given and especially pages 370-378.
New). * Remember that the New element is the obligatory
element of the information structure and it may
extend from the last lexical item back to the
beginning of the utterance.
* Remember that there may be a Given element both
before and after the New. Check what has been

said before in the conversation.
3. Mark the tone group boundaries and the tone | « If you are not sure of the tone group choice,
group choices. consider what kind of meaning the speaker is trying

to convey, then look at the list of tone groups and
their meanings. You should be able to eliminate
certain tone group choices because their meanings
do not correlate with the meaning of the speaker. If
you are still unsure, listen to the recording of the
listen to the utterance that you are unsure about.
Check the meaning again and then try to make a
decision.

* Remember that the tone group boundaries often
extend over more than one clause or are less than
one clause. The neutral tone group boundary is
one clause = one tone group.

* Remember that some tone group sequences are
reflecting logical relations between clauses.

4. Read the dialogue out loud by using the tone | « If your reading doesn’t seem natural, listen to the
groups that you have marked in. Does it tape again, check the meaning that is being
seem natural? conveyed and then make any necessary changes.

5. Make a final draft of your analysis.
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Sample Text Analysis

N. B. utterances are organized according to turns - each turn takes a new line and number.
This analysis is largely a broad analysis. Only a few secondary tones have been marked.
Selected utterances show Given and New structure. Utterances located to the right are placed
approximately where one speaker interrupts or overlaps the other speaker.

R= Robert, J= Jane (m) = minor information. G = Given

1.R: I/ 2 Acigalrette //
Ncw\

2.J: /3 ano /thank you//5 T've given /up you /know //
Given «—New Given |

3.R: //50h/

4.]: /l 1 That was ften fdazs a.r‘gn //'1 haven’t fhad /one //

Given «—New +———— New

J.R: /4well you /don’t mind ifn"_l /have one //
Given «——— New Given

6.J: //3well//3 Aal/right /then//
R: coughs

T.J /1 __D_hﬂi A MYy fgundness /5 athat’'s a }‘Eﬁhlﬁ // 4 cough //
Given——«—New | New \

8.R: //1no/3 A no it’s /not// 1A it’s Jonly/Ait’s Jonly / A1/only get it/ first
| Given New Given >

lhing in the /moming //
| New i

9.J:  //1 that's going to /make you //13 very un/fit you /kmow//
New Given New New (m)

—

I0R: //3no it’s al/right //13 it /just it /goes in_a /minute // 1ah//
Given New New (m)

11.J: // 1 why /don’t you /try give /up//
Given New Given EI

12.R: //1ah/1] no 1Al J"uughl to /1Al /can't// 13 A'reﬂix:s m:!snmkingﬂ
New G New G New New G New (m)




13. X

14. R:

13. J:

16. R:

i7.¥

18. R:

19. J:

20.R:

21. )

22.R:

23. 1

24.R:

25.1:
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/1 2 really //

M 4mmm /1At /does [/
G Newl

/I 3 well /have you /ever /thought of //1 just /cutting /down //
Given >  New - New

// 13 ah /no that’s //13 all very /well but /131 /1 / wouldn’t en/joy it //
(Given)] New New (m) Given New New (m)

/13 A 1 de/pend a/biton /my /smoking // 1Al /must say//
Given New New (m) Given | Given New I

//4 Ayou /could /gradually//3 A I /mean //3 well if you /tried//
Glven New Given New | Given > New

Given > '\Iew «—— New

/I 3 have you /thought of /just giving /fup /one // 1 nevery iday//

/l'1yes //'1 oh /well //'1 yes // 1 athat /is quite a / good i// 4 dea but er //
Given New New

N2t [isll
l G New |

1A 1/think I'd /lose /count or /something //
Given 3¢ New L|

/I 1 oh dear // 1 well

/I 1+ Awell it /might be an i/dea if you /started eating /sweets//
Given- > ¢ New \

//'1 oh /1 no// 4 A1 /eouldn’t do /that // 1 Acouldn’t /possibly //
Given New Given New

/11 why? /f

I/ 13Anwell it /makes you /fat /sweets//
Given «———New New (m)

/I 1_awell do you/think /that/ matters /1 don’t you think it's /better to be fat/
Given——— New Given— ¢ New
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/14 A than to /be un/healthy//
«—New

26.R: //1no //1A1/don’t//13 A1'd/ rather be faI'd /rather be /thin than /fat //
| Given New New (m)

/I'1 certainly //
New }‘,

27.J: //1aoh /dear //1aoh /dear //1aoh /well //
28.R: //'1 anyway //
29.). //1bey I've /got a //5great i/dea//

New

30.R: //1what’s /that//

=]

313 //1+ why don’t zuu fgn to a /hypnoftist // 1+ Amy /sister /did //
Given New New |

32.R: /I'1 oh// //1 yeah//

33.R: //1 look /14 A you you /don 't seem to fﬂlisefthat /that // 1 1 @Fsmukin i
'Giw:n > New Given New Given

/14 A if /1/gave it /up // 4 A if1 /didn’t /smoke at /all //

Given New Given New \

/I 1 A 1'd /probably /end upau’ EM

Given =

34): //1oh /1don’t be /so J"_z /15 n of /course you /wouldn’t // (laughs)
New ! New <Given

Interpretation

The analysis of the text provides an idea of the kind of choices that the speakers make to
convey their meaning. However, in order to relate the analysis to the context of situation, or
to show how intonation choices play an important role in construing the context of situation,
the analysis requires some kind of interpretation. This was implied in the hints for analyzing
the text where participants were asked to consider the meaning of the speaker when trying to
ascertain the choice of tone (see Table 2). So, in order to provide a fuller account of how to
interpret the analysis, each workshop participant was provided with a set of steps to follow in
an interpretation of an analysis of intonation. These steps are reproduced in Table 3.
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Table 3 Steps for Interpreting the Analysis
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Steps for Interpreting the Analysis
(NB. Refer to Halliday’s (1994; 368-391) discussion of intonation in the ‘Silver’ text to help guide you.)

Steps

Helpful Hints

1. Which tone group sequences are reflecting logical
relations between clauses? Make a brief statement about
the relation between the clauses in these sequences.

—

2. i) Check to see how the information is organized. i.e. do
the tone groups coincide with clauses? If not, a) what
elements of the clause have become one information
unit? or b) where does the information unit extend
across more than one clause?

ii) What comments can you make about the relationship
between the grammatical structure of clauses and the
tone group boundaries?

See Halliday’s “Silver’ text on page 375 and
page 379 for an example

3. Find all the marked tone group structures. This is where

Check Halliday's Silver’ text, page 369 and

the tonic does NOT fall on the last lexical item. What page 379 for some examples here.

special meanings are being conveyed by the placement

of the tonic? Consider any cohesive roles that are being

played? What do the speakers want to convey in terms

of the flow of information?

4. i) Fill in the Table below
Type of Tone Group No. of Occurrences  Tone Group Sequences No. Of Occurrences

Tone | 2 & 1 (alternative question)
Tone 2 2 & 2 (list question)
Tone 3 3 & 1 (co-ordinate clause)
Tone 4 4&1 (dependent clause followed by its main clause)
Tone 5 1 & 4 (main clause followed by dependent clause)
Tone 13 1 & 2 (statement with tag question)
Tone 53 1 & 1 (statement with tag question)

ii) What is the most common /least common tone group chosen? Why do you think this is so?

iii) Can you make any other comments about why the patterns of choices occurred? (For example, was there
a clustering of tone group choices in one part of the dialogue? Why do you think this happened?)

5. What are the neutral tone group choices for the
dialogue? Where have marked tone group choices
been made? What special meanings are being conveyed
through the choice of marked tone groups? You may
wish to review what is meant by neutral choice and
what is meant by marked choice.

=

See page 370, 380 and 384 of /FG for some
examples here. You should consider the
possible relationship between the choice of
tone group and the relationship between the
speakers? Are they ever being forceful,
tentative, pleading etc.?

6. Can you make any further comments about the choice of
tone, the placement of tone group boundaries, and the
placement of tonic prominence in this dialogue?

Consider dividing the text into segments for
ease of discussion the way that Halliday does
with the “Silver’ text

Unfortunately, it was not possible to complete an interpretation of the analysis during the
workshop time. Therefore, a suggested interpretation was completed after the workshop,
again with the help of Lawrence Pikus. This interpretation is presented in a series of steps

which correlate with those from Table 3.
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A Possible Interpretation of the Analysis
e Step One

Two examples of tone group sequences can be found at Turns 17 and 33. Turn 17 is an
example of a series of Tone 3s followed by a Tone 1 tone sequence. Each of the Tone 3s are
suggesting that the speaker, in this case Jane, has not completed what she wants to say and the
listener, Robert, must wait until the Tone 1 utterance. The Tone 1 utterance completes Jane's
turn. This 1s a very typical use of Tone 3 & Tone 1 sequence, where Tone 3 indicates
incompleteness (Halliday, 1970: 33).

Turn 33 1s an example of a 4 & 1 tone sequence. In this example there are two Tone 4
utterances followed by a Tone | utterance. The use of tone 4 in these instances is congruent
with the grammatical structure of conditional sentences, or the use of ‘if* clauses. Robert
utters both of these dependent clauses on a Tone 4 indicating that there is some information to
follow upon which this information is dependent. The independent information is that the
speaker may end up ‘attacking people’.

e Step Two

Rather than mention all of the cases in which tone groups coincide with clauses or those cases
in which they do not, only a few examples will be noted here. Tum 31, for instance, is a fine
example of where the tone group coincides with the clause and incidentally, where the
assignment of tonic prominence is neutral. Turn 7 is an example of where a tone group may
coincide with one word. In this case the words, ‘a terrible’ and ‘cough’ which constitute one
nominal group are uttered with two tone groups, a Tone 5 and a Tone 4. Both of these tone
groups are marked in this case, suggesting that this nominal group holds special meaning. In
fact, because Jane uses these tone groups on this nominal group the effect is that both the
words are highlighted and we can infer that Jane is expressing her strong opinion about the
cough. Tone 5 on ‘terrible’ is her expression of certainty that the cough is terrible, while tone
4 on ‘cough’ is perhaps suggesting a sense of reservation or concern for the man. In any case,
the use of both these tone groups indicates an intrusion into the personal space of the listener,
Robert (Halliday, 1970: 34-35). Incidentally, this intrusion is not welcomed by Robert as is
evident in the next turn where he tries to deflect Jane's concern.

e Step Three

An example of marked TONICITY can be found at Turn 33. Here, tonic prominence is placed
on the syllable ‘tack’ from attacking. Robert has highlighted, not the group of things that he
would attack, but the act of attacking which we can deduce is not what the speaker considers
‘normal’ behaviour but the aberrant behaviour which would result from his giving up
smoking.

At turn 25 tonic prominence is placed on the word, ‘that’. This is marked TONICITY, as
neutral TONICITY would have fallen on “‘mat’ from matters. Here Jane is marking the word
‘that’, because she is explicitly referring back (anaphoric reference) to the series of utterances
in which she and Robert discuss the possibility of his eating sweets, rather than smoking and
his claim that doing so would make him fat. By placing prominence on ‘that’ she not only
focuses on the reference back to his idea about ‘fatness’, but highlights her opinion that to
consider something as trivial as being fat rather than unhealthy (because of smoking) is not
sensible, and in fact she goes on to say this in the next utterances.

e Step Four

The most common tone group was Tone 1 and the least common tone group was Tone 53.
Tone 1 is the neutral tone for many speech functions, including wh-questions and statements
and as there are many of these in the dialogue it is not surprising to find a proliferation of
Tone 1. There is also the fact that Robert often seems to be trying to state with certainty his
feeling that he does not want to give up smoking—and Jane is often asserting that he should.
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Table 4 From Step 4 of ‘Steps to Interpreting the Analysis’

Type of Tone Group/Tone Sequence No. of Occurrences

o

Tone |

Tone 2

Tone 3

Tone 4

Tone 5

Tone 13

Tone 53

2 & 1 (altemmative question)

2 & 2 (list question)

3 & | (co-ordinate clause)

4&1 (dependent clause followed by its main clause)
1 & 4 (main clause followed by dependent clause)
| & 2 (statement with tag question)

| & 1 (statement with tag question)

el =4 A2 B

L=

| -

turns. 18 + 20, 33 (2 sets)
turn 25

comp oo o|o|oln

There are a couple of places in the dialogue where the speaker uses the same mtunatmn
patterns. For example, at turn 12 Robert replies to the question ‘why don’t you try give up’
with a series of Tone 1s ending with a compound Tone 13. Here he is presenting first his
position, which we can deduce 1s a fairly emphatic ‘no’, along with his acceptance that he is
certain that he should give up, followed by his certainty in his reasons why he is not prepared
to give up smoking. He ends this series of Tone Is with the displaced subject *smoking’.
Expressing his certainty in not gwlng up smoking but finishing with the rise on the displaced
subject ‘smoking’, suggests perhaps his concession to politeness or a slightly defensive
attitude. Had he finished on a falling tone, such as Tone 1, his reply may have appeared too
strong and confrontational. By ending on a slight rise, he appears to be attempting to weaken
the forcefulness of his reply and to try to maintain a friendly atmosphere.

At turn 16 Robert uses a series of Tone 13s. This tone is used when a speaker wishes to
highlight major and minor pieces of information in his/her utterance. In the examples from
the text, this seems to be exactly what Robert is doing. The main pieces of information that
he is highlighting are the conversational acknowledgment, ‘ah’, the first part of the phrase ‘all
very well” which refers back to Jane’s suggestion to cut down, the modal ‘wouldn’t’ and the
process ‘depend’. The secondary focus is on his reply to cutting down smoking ‘no’, the
second part of the phrase ‘all very well’, the main verb ‘enjoy’ and the main topic of the
conversation ‘smoking’. It appears that he is trying to get his message across to the woman
without appearing to be too forceful, but he does wish to be firm and therefore the use of
Tone 13 allows him to highlight almost all of his utterance and his opinion of her advice to try
cutting down on smoking by appearing both firm and at the same time polite. The final tone
group in this particular tum is a Tone 1. The tonic prominence is placed on the modal *must’,
which reinforces his attitude of firmness in his commitment to not giving up smoking.

o Step Five

There are a few prominent examples of the use of marked, or non-neutral tone choices. The
neutral tone choice for a yes-no question, for example, is a Tone 2. However, Jane asks
several yes-no questions using Tone 1 (at turns 15, 17, 25). At turn 15 she is asking if Robert
has ever thought of just cutting down on his smoking. Here she splits this question into two
tone groups, the first being a Tone 3 and the second a Tone 1. By doing this, Jane appears to
be holding back her suggestion of just cutting down and then presenting her suggestion as a
‘bright idea’ that offers a palatable solution to Robert to quit smoking. There is the
possibility that the use of a Tone 3 followed by a Tone 1 in this instance may be a strategy to
make the polar interrogative appear as a statement, or suggestion open for discussion rather
than just requiring a yes/no answer. Jane perhaps sees this as a solution to Robert’s problem
of smoking rather than a genuine question requiring a yes or no answer. Jane uses this
strategy again in her next turn at turn 17. Here, she first uses a Tone 4 to suggest to Robert
that he could give up smoking ‘gradually’. The use of a Tone 4 in this instance has the effect
of contrasting the word *gradually’ with samelhmg like ‘immediately’, although she never
explicitly does this. She then presents her next polar interrogative in two tone groups, a Tone
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3 followed by a Tone 1. This again appears to have the effect of holding off the main point of
her question and again makes the question appear as a suggestion, or a thought, or an idea that
has just come to her and is open for discussion. Her use of a wide Tone 1 on the final point of
her question appears to be quite forceful, and could be her way of attempting to force Robert
to view her idea of cutting down by ‘one every day’ as a strong possible alternative to giving
up immediately, and a viable strategy for giving up smoking gradually.

At turn 25, the use of a tone 1 on two polar interrogatives by Jane seems to indicate her
impatience or frustration with Robert. Here (as mentioned in step three), Robert seems to
think that eating sweets will make him unhealthy. From Jane's point of view, however, being
fat should not be considered worse than being unhealthy. This sense of impatience or
frustration with Robert is reinforced in the last utterance of turn 25 where Jane uses the
contrastive Tone 4.

At turn 5, Robert uses a Tone 4 instead of the neutral Tone 1 for the statement, ‘well you
don’t mind if I have one’. The tonic prominence is placed on the word ‘I’. Here, Robert’s
choice of Tone 4 suggests contrast, that is, just because Jane is not going to have a cigarette
because she has given up, this is not going to stop him having one. There also appears to be a
sense of defensiveness about his smoking that is conveyed by the use of Tone 4 in this
instance. Robert appears to feel confronted by the fact that Jane has given up and Jane, who
so very forcefully stated that she has given up smoking (through the use of a Tone 5 at turn 2)
has placed Robert on the defensive.

e Step Six

This section provides a summary of the dialogue and interpretation of the intonation patterns.
The text is divided into five segments, based loosely on the sub-topics in the conversation.

Segment 1 (Turns 1 - 6 ‘Would you like a cigarette?’)

The first segment is about Jane being offered a cigarette and her then informing Robert
that she has given up. Robert then enquires if he can smoke and Jane complies. This small
exchange is segmented into nine tone groups. The first two tone groups, are neutral. The
following exclamation by Jane that she has given up smoking is met by Robert’s use of a
narrow Tone 5 ‘oh’, which according to Halliday (1970: 32) could be interpreted as sarcastic.
This attitude appears to be borne out in his request to Jane that he would like to smoke. The
use of a Tone 4 on this occasion with marked TONICITY on ‘I’ indicates that he does not share
her enthusiasm for giving up smoking and although he is requesting to smoke, the request
does not expect a negative reply (see discussion of this turn in Step 5 above). Jane’s reply, in
using Tone 3 followed by another Tone 3 indicates that although she is conceding to his
request, she is not particularly happy about it. It could be interpreted as a grudging
acceptance, which, according to Halliday is a typical use of a narrow Tone 3 (Halliday, 1970:
39).

Segment 2 (Turns 7 - 10 ‘The Terrible Cough’)

Segment 2 begins with Robert coughing after he has lit up his cigarette. This acts as a cue to
Jane to comment on his cough and to extend this comment to his physical fitness. Her use of
Tone 5 and Tone 4, on “that’s a terrible cough’ is a fine example of the speaker intruding into
the situation. The use of these tones gives her comment on Robert’s cough the appearance of
a strength of conviction or perhaps alarm, or perhaps a sense of being on higher moral
ground. Jane has given up smoking and Robert’s cough is a very good reason why he should
join her. Robert goes immediately on the defensive with his answer ‘no’ which uses Tone 1,
indicating certainty. He then confirms this by saying ‘no it’s not’. However, this utterance is
said using a Tone 3. The use of Tone 3 in this instance could be a way of suggesting that his
cough is nothing to worry about. This would accord with Halliday’s assertion that Tone 3 can
be used to express the speaker’s view that the information is unimportant and to express an
impression of casualness and unconcern (Halliday, 1970: 34). Robert now appears to be
searching for a way of diverting attention away from his cﬂugh by stating with certainty,
indicated through the use of a Tone 1 that the cough only occurs ‘in the morning’. However,
Jane 1s not to be thwarted in her quest for helping Robert quit smoking. Her reply i Is broken
into two information units. First there is a Tone 1 on ‘that’s going to make you’ and the
remainder of the utterance is spoken with a Tone 13, ‘very unfit you know’. The pitch falls on
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‘unfit’ and appears to indicate Jane's certainty that he will be unfit if he continues to smoke.
The rise in pitch on the minor piece of information in this tone group occurs on ‘you know’.
This suggests that she thinks he really should know this, but she is telling him in a polite and
conciliatory way. Robert replies using a Tone 3 on ‘it’s alright’. This choice of Tone here
appears to indicate that Robert is attempting to be casually unconcerned about his cough. The
final turn in this segment is Robert’s attempt to try to terminate the topic and the focus on his
physical condition by stating that his cough will go away ‘in a minute’. His use of Tone 13
on this utterance indicates that he is certain that his cough will go away, although he’s not so
certain about exactly when it will go away. Thus, the rise falls on the minor piece of
information which is “‘minute’ — that is, it will go away in a minute, or at least very soon.
The final tone group is a Tone 1 on Robert’s sigh, ‘ah’. We can infer from this that as far as
Robert is concemned the matter of his giving up smoking is over.

Segment 3 (Turns 11 - 20 ‘Just Cut Down’)

Jane now appears to show real concern for Robert and asks him using the neutral tone for wh-
questions, a Tone 1, why he doesn’t just give up smoking. The tonic is placed on “don’t’
which is an example of marked tonicity. Jane appears to want to make this the new
information. The remainder of the information, ‘try give up’, is Given information and this
makes sense as she has already implied that Robert should give up smoking in her previous
comments about Robert being unfit and his terrible cough. Again, Robert replies with a series
of Tone 1 statements indicating his certainty that he doesn’t want to give up smoking and,
indeed, he can’t. He then gives a reason, in the form of a statement, using a Tone 13 that it
relaxes him. The displacement of the subject, ‘smoking’ (the minor piece of information
indicated by the slight rise in this compound tone group) is perhaps a further means of
reinforcing the point. It is smoking that ‘relaxes” him. By adding this minor piece of
information on to the end of his turn in the exchange by the use of a rise in pitch, he is
perhaps attempting to relax the atmosphere. However, Jane is not convinced that Robert will
fare better if he continues to smoke and questions him with, ‘really’ using the neutral Tone 2.
Robert replies using a Tone 4 on ‘mmm’ which could be worded as ‘well as a matter of fact’,
or ‘yes, actually’ or ‘frankly’. Whatever the wording may be, the tone choice indicates that
Robert is declaring his personal evaluation of his claim that smoking relaxes him and that he
does not want to have an argument about it. This is confirmed with his next statement using a
Tone 1, “it does’.

Jane’s next suggestion is worded as a polar interrogative but is broken into two tone
groups, a Tone 3 followed by a Tone 1 (see discussion in step 5 above). Here she is
suggesting that Robert could cut down on his smoking. When Robert replies with a ‘no’ and
the reason that he *depends’ on it, Jane then offers her advice using a Tone 4 suggesting that
he could cut down ‘gradually’. Using a Tone 4 on ‘gradually’, places this suggestion in
contrast to, perhaps, ‘immediately’ which would be in the circumstances, rather a lot to
expect of Robert. Jane therefore, appears to be suggesting to Robert that he has some
alternative to stopping immediately. They appear to be negotiating the idea with both
speakers relying on Tone 4 (Jane on ‘gradually’ and Robert on ‘good idea’) which in this case
suggests that they are hedging in their forcefulness, perhaps trying to be polite while still
stating their opinions. This can also be inferred from Jane's use of Tone 3s preceding her
suggestion of giving up ‘one every day’. Robert, however, once more attempts to bring the
conversation about smoking to a close by stating with certainty through the use of Tone 1
that the reason he can’t cut down is that he’d ‘lose count’ of the number of cigarettes he’d
have.

Segment 4 (Turns 21 - 28 ‘Fat or Unhealthy?”)

Instead of closing the conversation however, Jane takes this as an opportunity to offer more
suggestions about how Robert can give up smoking. Her use of a Tone 1 on the word
‘sweets’ suggests that she feels quite sure that this is a good idea. They then start a discussion
about the pros and cons of being ‘fat’ and ‘healthy’ or ‘thin’ and smoking and presumably
unhealthy. This segment ends with the use of conwersation fillers all spoken on Tone 1.
Because of the meaning of certainty that Tone 1 conveys, this suggests a finality to the
argument.
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Segment 5 (Turns 29 - 34 “I like smoking’)

This segment begins with a wide Tone 1 and a Tone 5. Jane’s use of the Tone 5, in particular,
suggests excitement, enthusiasm and the sense that a brilliant plan has just come to her for
Robert to give up smoking (this is in stark contrast to the closing of the previous segment
where it seems that the conversation had ended). Robert reluctantly enquires what the idea 1s
using Tone 1, the neutral tone for a wh-question, and Jane using Tone 1s (in this case wide
Tone 1s) suggests that he go to a “*hypnotist’ to cure him of his smoking. By this stage in the
conversation Robert has had enough of Jane and her suggestions. He seeks her attention with
a Tone 1 on the word, ‘look’. This is the neutral tone for a command. He then states that she
doesn’t seem to ‘realize’ with the use of a Tone 4. This use of Tone 4 has both the function
of indicating that this utterance is grammatically dependent on the next and that he is rather
forcefully putting forward his opinion. This is followed by a very strictly rhythmic utterance
‘I like smoking’ with the Tonic (a Tone 1) falling on ‘like’ and each word in the utterance
falling in salient position and taking a complete foot. The use of a clear and strong Tone 1
helps Robert to express certainty about this point. He is no longer going to beat around the
bush. His next two information groups are very narrow Tone 4s which provide the conditions
upon which he bases his opinion. His final statement spoken on a Tone 1 expresses certainty
about the consequence of his giving up smoking. Nevertheless, Jane is still not convinced,
and we know this by her use of Tone 5 on ‘of course you wouldn’t’. This, however, is not the
same as the enthusiastic Tone 5. It is a narrower Tone 5 suggesting her acceptance of the
situation along with her opinion of him as perhaps a hopeless case. The conversation ends
with laughter. They have agreed to disagree on the maitter.

Some Final Remarks on Analyzing Intonation

The analysis and interpretation presented in this workshop report are should not be considered
final or the only ones that could be derived. The workshop, being an introductory workshop,
was simply an attempt to introduce the system of intonation within the framework of
Systemic Functional Linguistic theory and to introduce how one could proceed in analyzing
intonation in context. As already noted there was not enough time to include an in-depth
study of secondary tones and pretonics which would have provided more skills in discussing
the relationship between intonation choices and the subtler shades of meanings and attitudes
of the 5peakers During the workshop there were lively discussions and often differing points
of view over which tone group was used and where to draw the line in terms of TONALITY and
TONICITY. Even during the writing of this paper and the final analysis and interpretation of
this text, Lawrence and I disagreed to some extent. One thing that became very clear
throughout this whole process however, was that analyzing intonation simply on the basis of
sound would not provide such a rich insight into the meaning-making role that intonation
plays. Intonation patterns have meaning and approaching the analysis of a spoken text is
enriched by considering the meanings a speaker is trying to convey through choices in the
intonation system. An analysis which requires one to consider both meaning and sound
requires the analyzer to engage in a type of dialogue which is perhaps analogous to what goes
on in a language event itself. Language is never produced in a vacuum. Any linguistic
choices that a speaker makes are being motivated by a specific context. The dialectic
between context and the system of language is an ongoing dialectic and so it is not surprising
that an analysis of intonation requires the analyzer to be keep in mind the relevant context as
well as what the speaker is saying and how this might be realized through choices in
TONICITY, TONALITY and TONE. Although analyzing intonation is challenging its rewards
include a greater appreciation of the intricacies of the language system and insights ml'.u an
important dimension of how language responds to the contexts in which it is used.

Evaluation of the Workshop and Concluding Comments

After the workshop, the participants were asked to fill in a questionnaire evaluating the
workshop. Part of the aim of this questionnaire was to ascertain whether this kind of
workshop was useful, and whether other workshops should be held in the future. There was
general agreement that the participants gained an introductory knowledge of Halliday’s
intonation system from the workshop and that future workshops would be welcomed. There
was, however, general agreement, that the time constraints of the workshop did not allow for
a thorough analysis and discussion of the text. This was also evident by the fact that much of
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the analysis and discussion of the dialogue had to be completed after the workshop. It is
hoped that a follow-up workshop can be conducted so that participants can engage in more
detailed analyses and discussions of texts using the Systemic Functional model of intonation.

This paper set out to be a workshop report, but more than that, it is hoped that it has
provided a sense of direction to anyone who may be interested in taking up the challenge of
analyzing intonation. Readers who have access to the tape of the conversation used in the
analysis in this workshop report and who disagree with the analysis and even the
interpretation are more than welcome to offer their comments and insights.

*I wish to thank Professor William Greaves of Glendon College, York University, Toronto,
for making it possible for me to attend his course on Phonetics and Halliday’s Intonation as a
research associate during the winter term, 1995, and Lawrence Pikus of Yokkaichi University
for his helpful comments and suggestions on the analysis and interpretation of the workshop
text during the preparation of this paper. My thanks are also extended to all the workshop
participants for their insights and views.
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Dunkley, Nanzan Junior College; Daniel Dunkley, Aichi Gakuin University; Kazuro
Hanmochi, Hiroshima Shudo University; Lawrence Pikus, Yokkaichi University; Maki
Hanei, Hiroshima Shudo University; Naoko Hoshino, (graduate student) International
Christian University; Shiho Tsunoi, (student) Tokyo Gakugei University; Miwako Inotani,
(student) Tokyo Gakugei University; Wendy Bowcher (workshop co-ordinator) Tokyo
Gakugei University.

Notes

I. Pretonic as the word implies is that which comes before the tonic syllable of an utterance.
A pretonic exists where there is at least one complete foot before the Tonic syllable.
Depending on the type of pretonic, i.e. whether it is rising, falling, uneven, there will be a
change in the nature of the Tonic syllable and this indicates a change in the meaning or in
the attitude of the speaker. For example, a rising pretonic can be found prior to the wide
Tone 1 (1+) at turn 21 of the workshop text. Secondary Tones ‘represent more subtle
distinctions within the primary tones’ (Halliday, 1970: 9). The wide Tone 1 (1+) at tumn
21 is an example of a secondary tone (see the interpretation of the text for a discussion of
this).
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HAEED 551 ICBET5—ER

WH 1548
RIS EIEE A IS A 21

1. [XIC®IC

M.A K\ 57— (Halliday: 1994) 3, 3538 OBRKRBIEEIZ BT 2 W18 (structure) D HE
NOREABETRIERETASEES, DbhOBETH2HEBIZDOVTIE, 5L
TOBRHAANBESNBDHSNISIELTNARLEZATHS, BUI3¥ROSEFEIZHLT
b, BN ZET5RRERBETEZOBEBEZEY LITA2LENS L LEDN S,

R/N\wH 2 EPH. 7 ) —X (Hasan and Fries: 1995: xxi) (. BEOXEERET 2HMERNT
BEELT. KOSDOE¥ITTWA,

(1) a. The English Subject is a nominal group or nominalisation;

b. it is anaphorically presupposed by the pronoun in the Mood-Tag; if the latter occurs,
its pronoun will be co-referential with Subject; _

c. Subject occurs in close contiguity with the element Finite; if an intervening element occurs
at all, it will prototypically be a Modal Adjunct eg., usually, normally, surely...,

d. when Subject is instantiated by a pronoun, in some cases the pronoun will be marked for
case (nominative); and

e. under certain conditions, the Subject nominal will display person and number concord with
the primary tense, ie., with the Finite element.

FOS5DOOHBMOPT, BEBOEBOEREMDDDISVESROIZ. (a) & (1d)
EIdTH3. (1d THRI—HW—IID2WTHERShATWVAY, EREXZTHENINEETS
DT, THEHESIZCLTERBEZRELTVEE L, LEM-ST,. BUDIZBEEEOXEZ
(2) ODEIHITEET S,

(2) ERERTBIE (%) OFVLELARSSVREEALINERTH S,
2. BRBOEE

BROEETHY, TLEETHI8FBOEEIZEEL TWELW, N TR, KBEOD
FREZVWDOWIAMERXZESIZLIZEL->TRIEL TS, (3) OHZEETTNS,

(3) a. The duke has given away that teapot.
b. The duke won't give away that teapot.
c. That teapot wasn't given away by the duke.
d. That teapot would hold eight cups of tea.
e. Your aunt gave the teapot back.

EDfEiE (4) OISIZERLT. £BERL TV,
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(4) ES

(2 b

a. | the duke | has given away that teapot | hasnt |he

b. | theduke | won't | give away that teapot will he

c. | thatteapot | wasn't | given away by the duke | was it

d. | that teapot | would | hold eight cups of tea wouldn't] it
'(past) give'

e. | your aunt gave the teapot back didnt |she

(Y — 1994: 73)

WEOHE. RIZHTPMITHOD EE) AWRENTWS, BIRIZENSKAHEIERL
TLaHON, TOHDEB/IIRSDTHS. ML, HARBETIE, EBOMMEER ZEF
ST AMCHYST 5806 Th) Z2FMLTH, XBEOLSIZEBLERT 2RAMAIHANL

i,

KD (3) OFfMEMEOBEBREATHS,

(5) a. BREPOT—Fw brEBITTLE-=R.
b. 2RI HDT s —hy bZEDITEWVWTL L OR.
c. HOT 4+ —Hhw FRBBIZHITohikxho=h.
d HDF 4 —Fy PR EHTDIEMRABZEASR,
e. HIRTEOBRBRETDOTs—Ahy bZELELER.

BEBRD (5) Noid, FEBEZHRTHIEEITELRWL, LEN-ST, BIREREE
EIZBWT, BEBOEBREOEIIICEFETITNEZVWDEASh,

3. BFBOMENMIE S RERM
3.1 &k (1981)

AAEEEEIZ. Mt (1981) T, 2ERL0K [F)V) WESSEERLIZ T2V 8
BHBEVIRBUCIORPINTS, AR, M3 TEREL (ergative type) S S (4HH6
R) (accusative type) BB LK [F)L) WEBE (Z))) WEBEOIADDESVERBBL T
Wid,

REREIBLINBREEHEORICISMEIR. SABERMNIZENTN (6ab) IKRDHEL
TWwa,

(6) a. REFEHY :
(i) A (fE#s) +®dFE+B ()
(i) B (F#8) + &
b. MHiEH .
(i) A (E#) +®F+B ()
(i) B (¥#) +®hd (#_E 1981: 227)

(6) Tid, REMBLMBRD )DOWEDOVTIHA, AUBERICL >TRZINTWVSZ
EHONS. LhL., () 245&, ERETIE (B NBHEORIZZTVNSH, HBRT
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B IE#E ABFEORIZIEL TWha,

9 (6b) OHEBICREBEZINA2HBEOFNCEZTHD. THEFTHAR. FB/EL
TORLBEREZES TLBELTWS, ZhHhizxtl. (6a) OEBEEZERF TS AR, HlX
EIBAB<IEWVWS ZEE2FRETH2EBNREBETHL2ELTWD, DFD, HEREETI.
HEQMEZEZBD0AN, HENSHETIE, S5HEFESITEZTAMATES IEERS<EZ-
TLES., REEEIR. (A WaERAEETHD. —HERREFER. [HILIAZER
HH5, EHEBITITNnS,

BT, EDOLOTHBNLSETHAEEA NS, 4. HERIZ. EENTEBRLHEE
i<, 3.3 TRHTITEXTTNNEDN, £XMUTHTOL > REANERZIATWL
BLEZBIENTES.,

N)F—IE, ZOE5GFEA%Z, BEMEEET 2bE AR (transitivity) IZIRD A
TWwb, %2Ry 3/ab 5 B (ransitive) ZR@E NS OEEZ Lz b, £EFH
IZHER BB T o b L EERE) (ergative) 2N S DFERHBAATNDSILEFTA NS,

3.2 NUF— (1994)

NIF=iZ, (7)) ODEIIXEIZBWT, 208051 7L OBERDY 1 THEH &
haZ&%x NBEMEK) XV RERLTWS, FLT. FAFCE DHSMNTERIZBWT., 5
WEHBROmHIZ, BLPENEZESEXRTHS EHHE) Medum)ZHDEWVNHHT. ALED
REEICL->-TREZNSEL TS,

(7) a. PHEBE : 74F (PR . W& GEH)
b. fTEER : TEHE
c. AR  BuHE
d. E®i@iE . SBHE (PR . SH® &)
e. FAfRARE i) Wit - KRE
i) FE : #EES
f FE&ERE . FESE (V) 5— 1994: 165)

Zhud. TEeRtE) IckouaEhs. BEBBECSBEEZELLRERDT, £54[/T
ShfEL TS, FRBOEEIZ. —M&IZ (7) OBEEEDXDITRDS. [HE) oMl
RERNBRICBISZFEARBSERELT. (Ba) ~ (8d 2FEFTWa. (8) I @RL
DRV RVLIEFICRENEITSNT NS,

(8) a HRfKk
b. fXEE (Agent)
c. % # (Beneficiary)
d. #i% (Range)

BT, DEHABICBIT2BAMREERMMEREERTE, (9ab) 125, EfPHRE
(middle) WX THEMAZ S (effective) BEIZHYT S,

(9) a. fENFIAERR

w1 R 5L %h 711 3L

the boat saild Mary sailed the boat
the cloth tore the nail | tore the cloth
Tom's eyes | closed Tom closed his eyes
the rice cooked Pat cooked rice

[ my resolve | weakened the news | weakend | my resolve

ThE B8R fin% |88 2%
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b. BERHIMER
o ) 4 L #h 1R 3C

the boat saild Mary sailed the boat
the cloth tore the nail | tore the cloth
Tom's eyes | closed Tom closed his eyes
the rice cooked Pat cooked rice
m}r_resnlve | weakened the news] weakend | my resolvd
ik B REE i L% N

(Halliday 1994: 164)

(9) T, BE4EDS the boat, the cloth, Tom's eyes, therice, my resolve TH 5. MHBED
TR TIE. T7AE) 2 TRE) CESL. —Hhl T, Tx&) H TRk o
B9 5.

CIZTId. AERIEICET 2 FMICi3Mhi N &I2T 5, BB X UEERRIERAE DI
BfRIZ. NUTF— (1994:166) DERIZADZENTES.

3.3 /R (1993)
3.3.1 fhEMEI SRR
MROHMERE LSRRI DWTIRRTWS, YIDTE TR, T ANRE,MEEM
BWIZED, DL <IZEBEENRLZ-TEHZNAELTWVS, (10a) AiuEAYT.
(10b) DHERHNZBDTH 3.

(10) a. [3FE] student-i cers ceril-s. [ fita Bh L)
FENFHEEE <.
b. [i#@%] student-ma dancera ceril-i. [RERE WEST)
FENFERERVI. (7% 1993: 199)

(10a) DFEE -i NERZEZEL. s VHEERIZE 5. —F (10b) T, -ma HREREEERE
THD. -iVNERBRICH2. Zhid, ko (6) OEICEET 3.,
ZOXIBEREZTEDDE. (11) I223ELTWS,. (10ab) OWTNHARRERN
IZiZ. MEBRTH 3.

[fra&] [(@&E] [HR]
(11) a. EHAH+ BaE+ HHE 566
b. REMEE G+ B)iE + FiR 4N

ARIZ. BRBOREBIOFAIZ. (12) OFEN. X, LEXZHEITTND,

(12) a RRBADCHRNEL, (BEY)
b. EFR/NA A 033, (D)
. BYMITHS, (AED (/h 5% 1993: 200)

(12ab) @ TRAZ) & TEFIZ) 3. EEEIZIES TAO A8 & IX4A) 288 .
ERERTEIEG (A% AmENTWS, LT (120) Tid. T8EM) RAEBEWATWS
M, EREMETA2LONFHETHIEELTWS, BEEIREZLELT,. BEEBIZIZ. BEE
ERITBUGENRZWEDIZ, EERMXTR<EERE M BxXimEdadnidzsiznslTn
5Z&ETH5,

MRIE. BEBFEOBERICHE-T. (13ab) OLHICHEET, 2HEZH DI, fEHEL
FHERBIORKEL2DIZIHENE L L TWA,
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(13) a. MUENHESL @ [~Ai~ZfTHAEE)
b. RERRAYRESL @ [~3~AURAEREE )

XoAFRR, EWERTORBMIICIE TREMZ & AN HHdLL TS,

CNET, Bhfa 1A% 13, EBEERII—A—¢ELTHE-TESE. EBRNNMITHEIFEXL,
AREX. BB ITVREREML. FEMXICBWTHPRY., M) NEEEERII—H—T
HHELTNS,

3.3.2. AIHEX

Tid, BXEZRAWTARBITOLEBAOB IO HZA TS, ETAEIIDOVTAT
W<, (14ab) DEBHENENTH (15ab) 212D ELTWS,

(14) a. HBEFNT S ABEFET. [fEHE)

b. BFIZIT7 5 ABMNETS. [REEMI] (752 1993: 209)
= /T\
hEx & Ly o

ﬁé\{ 75 A8 %  hanas-u

s

%m
e W ﬁ
ﬁ

5

5

AJREZRTEERE er ANARGRIZHMENS &, (152) TEHEFBE - 7= [FFH H(150) DEER
HERIEFETFIZIICHhDD, E5ICFEEENTWS, FLT. #d8B(75 AEE2 1 MNEE{LE
NITZFAEBN) ITRABELTWVWS, COBRBAICEBE. (150) O I75 X B,
FH/EMNZEINTWVWAOT, T8 WS &ichksd, 75 A80K NEOHOEXET

HEDM, HHEVRABKETHVDODYWIHMBIZTHYLT LS00, BT ILENHSEEDN
Do

3.3.3. BT
FKITREMLIZIDOVWTEZL TWVL, (16ab) DEEEENENTFN (17ab) 1225,

(16) a. BLIZFEAI=10,
b. BEIMEAIE . (/SR 1993: 210)
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(17) a.

Laf=La

x
= *

ﬂfﬁffj:ﬁkhh
Elé\; Hé\& }"“ A
i3

i

(17ab) DSHSHEESIC, BBRER (B2 CHK TBXIC) AEELEHh. =T
N TR & TEER) ko TRARZNS, FLT. dRzE2RT (@) & Wiz Hi#t
ICERESN (A & Mhildt) IZR5E LTS, BEM TS, IR ERKRIZERL
Sk TEMYy BIU Mpld) 2 ZOHMOEBIIRZEEISNBDEAIN,

=52 (18) ZBATHALS.

(18) a. EAMSEEAN=LY,
b. BAEARATE L.

(18) Tid. BhEd %) offmicky TRz, (8% TEEIZ) iEE) OTRTHE
BileEh, EHIC2DO0FEMNBEIN-ZLIIA->TLES., BRERBEEOXEBEOR
#HATR. EBRNDOOBMIZ 1 DOFBLARARINZVWOT, ZZTREXEOEED, 1
DOMIZ]1 DOXEEWSFBIIE T TERL TS,

3.3.4. AIEEX EETMXOBEENS T

ST, TDESBNMRICEBBEORBOB LT, BESHEEEE-TERTRE, £
SO Eh2002H T, B0 E1EBIZ. M AMREBECHEEETHY. ToO 2813,
HeWEEOMmENE S EREERL TS,

(19) a BEFBI75ABEET,
= (14) b. EBTIE T 7 A@HEE S,

(20) a.

EZE TS5 oA
BN RERS W
e | hE U,
RN | B6 UL

T
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EE&E 75 AmA | i '3
BN LG L N 3.
fi Bh ) fTh% A @
et ) REE | mm P

MRIZ. (19ab) OMENHERZEBFROEK, Thbb (78) RiEE (B REOSH
SRALZ. BRERNIZIE. BB L TREE<FIUREZALTWAEEL S, LHiL., &t
MWTIE, (20a) @ TEFH) A &K THD., POHBRTEE->TWS, —F (20b)
D IFEFIR] 3 TRREE) THD, BEK 17528 L0 HEINBRREZEELTNWS,

5 2 (satellite) > THRART S E. (21ab) LSzl 3,

(21) a.

HRE®
5T

(21a) TR, FFHET) H1O0EEEDO<D, (75 2AH%E) C@MEMTI TS,
CHUZxL. @) TR, (75 ABNEES) N1 OOHEE2O< D, HEFIL e
DEEIZ@MENIT TS,

(19a) TEXDH (19b) DAT, &< [FEF) NEBIHS5501F. (19%) ORREE
(FTIZ) OEEMEDN (192) OfE THEFN IDHEVHASEBESZEMNTES, L
b, COZLF MEOREBEESEOHALSHLTWA,

BEITLHLE. (19ab) OEBIFEORDIhADORWVWIZ, BEE TIT (20ab) Mo bhad LS
2, REAMBMENRFERUTH>TH. ERMENRLZD, ThBBFEOCEBROH S I-RE
TEHEEZISNS,

DFED. (19a) T, (2la) THSHEIEIIZ, BB I2DET IFAE AR H
BICBDRBRZhDOIZHL. (19) Tid. (21b) LS. RO IIBEERI - EEE
RiZL EEE]R) ABicizs. chdt. 1D0HE220< 30T, FHROBE ) A

(752 A8 Iofimzhs,

MIT TREMY 2RRERMNIZHFLTVLL,

(22) a REFEEME,
= (16) b. HARZWHMEL &L,
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(23) a.

FINE S Y L
EIN R EGETG B b aa) EE
il @) KRES L% F A
HERERY KREF i B

b.

B&IE Wi o b
T ABEBRE | o KT i) EN
fil1 Eh e EmEE 1 %::E B
fie ks winEE | #4 B

Bz E AT, (22ab) 13kiC, MEBBTHS. DD, BN L<BEALY1 TIiH

TRELAHMETA S, TLT. MHABEMIZ (23ab) @ TR & TBZEIZ) A W& 2
20, BhER 1A% 28/ TS EEA) & [PEAt) A% TXE8) 12725, WD SHBEED Wizl
E &V I3, BRICHYTSEEASNS,

(22ab) ZHERZFE->-THARTDE. (24ab) 12725,

(24) a.
HREE
A
b.
473
i ¢
KREE :
CESE ’%E
4, BB

LLEDZ EMG, BAEIZ, EBEEIHEXTHBEBRIZEIT2 BN WhHhiCREZNLE
ICE<EBEZRIELTWAD), EAchEEES, KUY (1995 Tid. BEEIZIX NEH\) A
BRNEZNTWAM, FAE NUAtEn) © TKRIZFERICITEE T © Nt & KRR
Iid, EOLIBWESAINBEISZ3OME-EDEERINTWEW,

/. BEEHH (1997) TR, —DOOWERROPBEHEENHTBOESICEoTHREIN
5., CNABEBOEHETHD) L3hTWw3, A[EEXTEEMLTIE, AAE (19b) @

(FEFIIT75 ABHAERES) © (220) © THFRIZHEIE ) I2HT3 (FFE & (H
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Al 3 BELTOERE] LEhTWwa, LML, BRERBENIZIZ (73 & TAE
(3] OmAEH IfimiE) H20iT TRNE#E) LA, 2Tl ME8E) SIZEELEN- -,
BmeElL T, BEBOXEEE (25 OEDIZEHET S,

(25) BEBOXIEIT. BIFE T4 OHWEBEERTHS, L. [~ oBEENT
WIBS., (~i3) MHEEOMEEZRLTWVWS,

Tiw. [~ OEFEVRHSNRBWEEIZ. NE) & TH) OXEF A FORBFEETT R
bREIZED, [E5E) ZHETHOTH 3.

[ffic] #8832, MBESBEFEBANEARSOT7—7 3y 7L 0ERETESLITEENN XL TOH
RELLFEBICNE - EEZRLE-DOTHS, TOREOR. ARLZIAL FELEESEH L ITEN
BLET.

i -

1 BRTE BEARS) BRE NUF—0FSELI5008 \AMBER BB ETELNEERT
WEM, TABELLIIBRELLTHART2LENH 28512, EBFBNLLEHL TS, DD,
KBOEXBOISRAMMNABRTLEI L3565, BERBOEBLIKHAMNRLIBEEFT L TWVED
TRZWLh, ElBxTW3,

ZE Xk

MEREZI181IT 193] & TIhd) OFBEE) KEEEE
RLEEMN. BHEH 1997 EEZLRASHEEXOMNE ] —EHBEE2DH<>T—)
FAHIERE) 115, KEEERE.
MR 1993 THERBEEROZ O DOFTHWEAM) KIEEEE
BEMKIERA 1996 [FF A b - Px XL — 3 LIcBI3EDRIR
TAFIEEE) 11A5. KEEEE.
RESKIERA 1997 NBINARBEFTEFICB I RLERE L T ERE)
TAFIEE] 4 A5, KEEEE.
Halliday, M.A K. 1994. An Introduction to Functional Grammar, 2nd ed. London: Edward Amold.
Hasan, R and P H. Fries. 1995. 'Reflections on Subject and Theme: An Introduction’. In R. Hasan and
P.H. Fries eds. On Subject and Theme: A Discourse Functional Perspective. Amsterdam: John
Benjamins.
Hori, Motoko. 1995. 'Subjectlessness and Honorifics in Japanese: A Case of Textual Construal'.
In R. Hasan and P.H. Fries eds. On Subject and Theme: A Discourse Functional Perspective.
Amsterdam: John Benjamins.
Martin, J.R. 1995. Unpublished lecture notes. University of Sydney.
Martin, J.R., C. Matthiessen and C. Painter. 1997. Working With Functional Grammar.
London: Edward Arnold.
Matthiessen, C. 1992. Japanese grammar notes(draft), Department of Linguistics, University of Sydney.
Matthiessen, C. 1995. Lexicogrammatical Cartography: English Systems. Tokyo: International Language
Sciences Publishers.
Tsukada, Hiroyasu. 1997. Functional Japanese Grammar: Japanese Ellipses in Cohesion and Coherence.
Ph. D Dissertation. Kansai Gaidai University.
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On the Definition of "Subject” in Japanese

Hiroyasu Tsukada
Kansai Gaidai University

The aim of this paper is to define the term "Subject” in Japanese from the Systemic Functional
perspective. M.A K.Halliday(1994) tells us that Subject in English is shown by the tag question test.
English Subject is elegantly illustrated in his theory, whereas Japanese Subject is not indicated by the
addition of the sentence-final particle 'ne’ , which corresponds to the tag question test in English.
Therefore, we must discover the way of recognizing the element Subject.

We began by defining Japanese Subject as the constituent with 'ga’ and then examined the ergative-like
constructions by Koizumi(1993), such as 'Kanoo' and 'Sooshu' constructions. As a result of the examination,
we must first notice whether the element is a participant or circumstance and then can show that Japanese
Subject is the constituent ‘a participant + ga' but not 'a circumstance + ga', which is regarded as Adjunct.

(1) Subject in Japanese is a participant with the particle 'ga’. However, if the element '~ ga' does not
appear, '~ wa’' will function as Subject.
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ATFAOF—RFDZELIN

MEH=
YEZ—K%

0. EE

EZBTHEMartin®O 1 TAOF—RFEVRERNEBR ICMBEAERENHAZZLEZHERL. 0
fapitZERT5-01ICiE. (1) 1 TA0F 3@ L FEADOERI A TLICHAAEND
RETHBZE, (2) RRORE - L VAV —REEFHNTONIRBEELTESI AT
LONRIZHHDBOERABREINLERETHSILERWL S,

1. 4A77aF¥—RALFAES

Martin (1992) i hif, EBEHZEZHHNLL TEHORAITHFOXF—THS. Martin
DA FFADF—II=DO0HEdD., B—0HIIEHEEROPEOETHS. ZORRIZLS
E. ATFAOF— LRIV AFHBICRONZESREH#ETFEBHENESO=DO AN
ZLATHD, BHRIZTVEATH2HEMNEZXZERTASHTH S, I —DO0HIIARELERLIES
SHABROESEKTHD, THIIE—0BED TBWRIZCTI7EATIHFZXEETSH) &#
22T AZ0TH3. FL T, —YOEBEHBLUEEFHMTONARERITADF—
DEBTHEELENION MartinD VB TH 2. ThEEBTRAITAOF—RHREESEZ EIZ
T35,

T4 FAOF—EHRIZBVWTIR, AREIETIEBRTCSHNICAVEINEDOITBER N,
o THREEBLRSHNATLVHEICEELSIO LBV AW, BEAS, FET
HZOREBLEBRBNATLEITITH->T. ARBTOPRICEFETHIIEIIRSINETH S,
iz, Martinldf TAOF—3E LFBEAOERE (intention) &I SEAFRMZ WERREL
TTWa, COEBTIT<E., BLFOEREZBREL -1 TADF 22BN TANIFELS
b, CHIZASHIZRERNTH S, 2¥s, SEREREENTITADF—IIL
THShEHLABICEET, BALLTORELFRZTOOEOPORBIZEET < 25M
5ThHd'.

TOLOIRBEEHROBEAZERT AR, 1 TAOX—OREEEIDERESATED AT,
P EDBTFROLIBEBRMEENLEFEEZS, Tbb, KNI THOF—LBA
MERZFATSOBEERIZED. BLFEOESEVATLAOPIIEFETS. TLT. ZOELVA
FLAOHICEBRETHANRIEBEETS. LWLWHEBETHA.

ELF. Martin® ERBELSTTIINOMEER-%. LEEOFREFL<FATHILIZT S,

2. MartinOEF/icsmET N

Martin® S 58525 (linguistic semiotic) EFT )V ‘A FLSEFIVEIET) B3+ —F ) X LD
DHTTFFRALEMTIEDOERELTRELTE L, Pv—F ) XLORRTRATHA
OF—MNEM<MEEEE2 (Masterman 1986: E6EE; Inglis 1990: 584%) . ZOLDLBHRTA
FAOF—DPLNRREZESLSEFANMHTETHRBREETR V., BROIBATAOF—
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PXFE FEE, EFESNTERLLZAOEH, MartinOLSTEFINICIR., 1F4o0F¥—¢&
SaDEIZI DD L NINFET S, ITrEERE 1 0L 512725 ° (Martin 1986: 227). B

MFELELS BTV AR TAHOF—THD, chdFTTI+ VII(TFRICHKN) &L TAR
Ehd. CHIZEDUENEEZNEEEZ S, Dy RV AF—ELTRRZhS, L
CAY—E3DOMEEENSEDIIH->TWS, TO3IDODOMEERITI I —IE, FF—,

E—F (FERCICHH) THD., ChS 3 DOMBRERIIBREMICEBELTRARZNS, Th
HMartin@ L SEFNOHSELTH 5.,

1 FAoF¥—

Zv 2 [ {LOMRIED L~

REODREDL <)) —p] L T2 % —

=1

B1 MartindLSEF I

TRIDETNEDLPLELSRTWS I EIZT S,

2.1 A7FOF-DEE

MartinOLSEF N T—F LD L ANICHBT 2/ TAOF—2EZBOAM» S R TV, %I
BB L S IIMartin® 1 FAOF—RB OB ZH 2. —DORSEIIHEL2HOT. B5—
DIIERICHDHLIHOTH S, HEZNI2HOIEIHESBNEHEERTH S, Martin (1985 : 35)
TRISHE-> TS, (BLWFKoEMIIES

Finally we need to take into account the question of power. Ideology has to do with the distribution of
power in a culture; ... when ideology is challenged, the way in which power is shared in a society is
questioned.

Martin (1992: 575) TR ZIS5E-TWwWa. (BLWFEORBWEIZES)

In their interpretation of language, register and genre as semiotic system, systemicisits have generally
attempted to model cultures as a whole--to generalise meaning potential across all imaginable texts... The
problems with this are: 1. [...] this meaning potential is not evenly distributed across participants in a
culture;...

ftEfmE OISO BICEZIcpEsh Tidniawn, ZoAOSEICBI2F5ENEE
D V12 B 'meaning potential DR EGW AR & 72> THATWS, I SFGERHEISA
TAOF - 3L EMartinldZE A TWAbUTTH 3.

STHEHNEROFRYBEZHESTHORMTHA I . ThiIEICH T 2EBOHR,. B4
T&H 5. Martin (1985:50) 2T HF-> T3 (BLWFEHEORTIIES)

In a sense we will be turning from ideology in crisis...to latent ideology--the system of beliefs that
determines people's shares in power without their realising it. Control of written genres is very much
tied up with the distribution of power in all literate cultures.

ST, ZDERIAT A (the system of beliefs) 724t ENREBHESORECEANZEROD
YATATIRRELS, TORBVEL TWEREAOERI AT LTH S, Martin (1992: 507) 12
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FEREDLIICHAL TS, (BOFAEOHERMIIEE)

Viewed synoptically, ideology is the system of coding orientations constituting a culture. As suggested
by Bernstein...coding orientations are realised through contextually specific semantic styles associated
with groups of speakers of differing generation, gender, ethnicity and class.

FLHBHE MantinD A FAOF—I13 (1) EHESREZSETHS3ITHAN=_ZXLTSHD.,
(2) TONEREZATWAKEOHAEOKEN TR, LEVWRADILENTERLESS. T
DATAOF—MNIr N, VPRI —, BREMELARBINTNEZDOTH S,

2.2 Pyl

1540F—3. £7T. P+ INELTREEZIhS, 1 7A0FX—0a> rO—=IDOFICE
MEHRTONADITEN, ThRAITAOF—iES (BW telos) IZEITWTIThbhdE
Martini3#E X, ZTOLIREBEINEISLIREL TSy YIBFELTWREEZLZTNDS,
TRy INVOEEEBFEZOES DA, Martin & Eggins (1997: 236) TIZZ 5 &HBAL TS,

Linguistic definitions of genre draw on Russian literary theorist Bakhtin's (1986) identification of speech
genres as 'relatively stable types’ of interactive utterances. This broadens genre to include everyday as
well as literary genres, in both written and spoken modes.

2F0, BETMMEERLEIDIETEEE, FOEROBETHENEEL N —20
BiEs, EEFRLTVS, ZORBHEELEAY— 2N FAAE THTORDFLEH
WEORZPEEZITHADLENNEASS (Martin 1992: 504) . TZTEWFIRRDEL S IZ—ED
AF—2RAT (MBTHDERDS | EVWSBMERETIETIESS,

BE - BEORIIDWLWTOMWLEDOE - BMOROBEK — BEOTH - 2BORBU

9, BEZTZL. bAHEORYBEINE I EME. (BLHNE) TOREEMDT.
TN SEBORZHIZAD,. FOFLOLEFEKZIS, bbAA, ZO—HOAT—TLES
SHEFEOEENOBANSIEZ EIRRBVWEZ SN, HROTREEONY— 30—
(ETCHhDRANRTERLEENS, TIT. dLEFOLH TT—RIENRTEZDIZS, TZ
THOWOHAEBEBHOLAGZVTFRITEAOTILRN, NS EREODLESEIENEA
Az Eizizd, DD, 3AEMNERT T AR IV OMDERDOAT—JEREL.
FNCHR->TEEBEHEF->TWVWA, &, FLT. FO—HEOAT—IH—00D v IV 2
BRL. —F&EEDERST, —DOFTFAMEE (text structure) ZREL TW5. &. Martin
(1992: 505) TIXKDESiIzEEHTWS, (BuFEEOEMEIIMartin, THROBMIZES)

Martin's alternative proposal is that text sturctue be generated at the level of genre-- Te.tt suucnm: is
referred to as schematic structure in Martin's mode, with genre de aS a Sl - : .
Process realised through register.

23 VIURY—LER

ATAOF—HDSDEHZZTTANIIE S TTFFANOBEN D » VIO L RIVTED &
FeohTn<, ELT, TPy Y INGSERL A —LLTARINDZ LIRS,
ATAOF—ERIZBOWT LAY -, RVOIREE (context of situation) TRERIZIFD
HEN/FFAPCREEINA2BORTOEN. AV OILTHS. ZOAFMERT v
VIWERBLELOT. ZHO0MENHH. ThoidERO@B0. 74— E, FF—. €—
REFIZN TS, 74—V RERAMBI O TWAAE (FFAMOHIZ) RBTEAYH
e, T —LRENEDL SRR TEREHITBML TWIONZRBT AV HE BRI
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b LFEMEFOMICHSMMMOELNDEINES D, -, IEOLEMERIGE DD
DPENBDRONZEEZRBTIE) . T—FRFTFAMFOLOHNEDL S RRBNE
REZE-> TSN (BIAE RUENTHELH, REATHSLEN) 2ARTIAVEE D
ZETHS.

CNS=ZDDATREVNBERMNICTEBEOL NI TEEBO=DOMEE (BESHmRHBEE. AN
FREAE. 7F X MIERLEERE) L L TREZhEZDIITH 5.

3. AT7HOAF—DMHE

Martin@LSEF L. &L N (A FH0F—, v i, LIPAY—, i) HREMC
DRADEFEEREICHEZNATVEN., COEFITIIMFAOE—OFENBHLMZZH
TWRW, COLSEFTNIR—HFHEZIZFELTLWAOEAS h. ChHEEOEROHRRES
T#HSH. Martin (1992: 502-503) IZZHW/-> TS, (BLFEOERIES

The register variables field, tenor and mode can then be interpreted as working together to achieve text's
goals, where goals are defined of system of social process at the level of genre. It should be stressed that
bringing telos into contextual theory by this point in no way implies that text is being interpreted as
realisation of speakers' intentions; genres are social processes, and their purpose is being interpreted
here in social, not psychological terms.

HAEAREDHESEADA FAOX—2ARTA-DIIVry N ELANMIEZONETFA
FOWELEDIZDDEH (‘telos) IZFELFOBRETIZARL., £ BELFEAOLEENSY
1 FEXAIZIIDEHOTHE VN EMartinidEEL TWB, BLIOMELWES, XDk
DRI ENREENS. Thhbs, EEEHEIIKES (13, BEAYN) BH (50T
1TAOF—NSOERH) Z2ERTAEHOLTHY. FLIZEELFOERIBNEL W,
Lo COMBRE<DBOTHBEREARNVWERS, LAL., BELEFOERBIVLEEN
FRMERQEICLTHREBEHIISEN V. 2E2s. KENZEMN (VRS F4oF—)
MEABBOTHEN., THORBELFEAOEROPICEHDATN TWARRTENSTH S,
T TRTNEATAOX B ABHOBMEBEARVTHASS. BELEEAOBEROSBIZH
SLE, FOELFOLBHNYAFIZLAHSVRERNESBEDHIZMEL TS A LI %R
DIETHAD, FEPE. Martin (1985 : 33-50; 1986) DFFZ Fa#rids TsAHOX—4H T
B, THFAREBNEHEOMR (personality) 7 5EKZBEOHHT (Tixb BLEENNHT)
THHAUREEIEDTEN . Fh ERHEATADF—2HREHPNTHOEFAEELZD
TRBWESSHh, BELRS. 1 TAHOF—RBELFOBRROPTER MR —E LIZ->TW
DEBADENELYDISIIBEONANSTH S,

INSDERNS, MartinDLSETIINIELFBEAOEROPIIEETIEREEINL D,

Lirl, E5R5EHELMENHTLSS. L. 1 THADF-HEANEROPITEAA
EFENTNBRETEHAS. LIAF—DLANDT 4=V E, FF—., T—F, ZhsTRTH
ELFEAOER - 1 THOF—IcL208Mc > TLES. ThbHVEBIEJPTIEHS
M, ORCRBEVICTHRTELRFATHD., V<< EDBLIAY R EB/BEHNTDODNIR
BMELTRBEINZRETH., BH - 1TADX - AFLONIHREEZONDHRET
H359,

LLF, BR -4 TAO0F - AFANSDL A —ORT2HMORETHNSNTVWS
BESIy FREDEL LFMORELEFICE->TRLEDZEIZT S,

4. VPRI =N o DKREE

FTRAOIZHEESS Y FBEN DL OSBHOTHAHNOEAZLT. ZOMBOELNE
R EZkDH NS, 1 FAOF—ERHRZRIETS.

41 FESZ v FilE
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WE T 2w FHE & 13358 Dinverted pyramid structure DERTH 5. ¥BOE I w R&id
EOAES ERTAIZDONTEMESZOES (%5 I2FT2, ZORRZBXICLEOHY
ESXv RFT. ZHREFAUESBEEZER->=7FA FiHEVHMERO@EEICHWSITHED,
WEZIy FEEEETNTNS, ZOTFAMIBIZIBVWTIRES v FOBRWROEE
EZEKRTS, DF0, TFALOEXTMNEBENLELS, SnBINE, TFAMOETFTE
HEELZWENEAZIN, RAEATHNS I BITFAFREALEEERENERICHES S 211
WEEESDDTHS (Berry1976:42) . ZOFEST Iy REBIRT7 V2 a3 o ROEHHRE
IZSHERETHWSN TS (Nanri 1993: 52%) . 772 a > ROREE L. hoEZX -
EHMERET AP EMTTIARFOI ST, R B, kR XovEEHOREET
S2REDZLETHS (Evans 1972:113) .

ST, ERTRAFES T v FREBHBEBFORSZ-EIRESREOREICAVShEDD
WCERsETWEEL., £ SAOHESELETFAMHIEITEZ L. RENBHD OFEEIL
Nanri (1993) ZRTWWEEEEN,

BE (RE) OBEESI vy FMELMN, HEBH ZNanri (1993) HoiLTH I 5. Fadid
1981 FEICEZ > R YU OXEAHKEDF IV E - L—HEROBREEOO R Y1LXICE
5B —HROBHADELTH 3.

President Reagan was shot and wounded outside a Washington hotel this afternoon. A .22 bullet,

which lodged in his lung, was removed during an operation which lasted three hours. An unnamed
doctor later said that the bullet had missed the 70-year-old President’s hear by "an inch”.

The President's condition was described at 7:30 tonight as "stable”. He was awake and in the hospital
recovery room. The prognosis for a speedy recovery was excellent. He ought to be able to start talking
[sic] decisions again tomorrow, a hospital spokesman said.

BIOO_DOBRBETEHFOESNZTLHON., TOBRFELVWEHORERNH <. Nanri
(1993:42) ITLB &, BUEFERE (GR¥E) OF—ROCEL. B8, BACEHFORESN
GEAGREREICIH5200OEENSHBED. TOT{EFBOEBZE> TRAMNEZ -
ONZEMBIZHRE, TARDOTHS —EFL<FHOEREHHPT LIV BER > TW

D

42 BESIy FREZOH<SIEEAS

=T, BIETRHEIFLIEBES Sy FlEZM TAOF—ERIZEDWVWTHRATISIEESI NS
CEIRBEADD. REEHBIZTAEDIZZ—IE, FF—, E—FOoBRAhSsHBKIC
BIISERE K% LPFORNORBERLE LTHLE S, Nanri (1993) Z8EIZTHE T
DSk EZ NS, ©

TA4—IE: —BEEIZHTI2EED= 12— ADOE L
: BEROBET REEAFICET AHROE LR

: (RfIH2TR) D2 —AHfBERRFERNERTHD. —2—AHRERIR
eHBEEZPLLTLI2HBTRERSE

il i ERENHEETE. WROBETHGZEANETIEENTF A

FABOHED, 1 TADF—RRTRINSORROMEOERIIAIRETHD, BFLFO
BERONCHFEETHIDHOTIREVEWS ZEIZRD, TS 3DOERRER - 1 F4Ao0X—
DREMENS ZEIZRB. BELTESIEASD., ZZTHREIBPEFESM->THLD.
F5T5E, Ea— Ny EGRTARZNE=Fr— N X1tONROREEIZEDNSE, ZORE
BOEREHLIZZ 57> TW3 (Cochrance et al. 1987: 424-428% D) ,
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About ten in the morning the King was brought form St. James's, walking on foot through the park, with
a regiment of foot, part before and part behind, with colours flying, drums beating, his private guard of
partizans with some of his gentlemen before and some behind bareheaded, Dr. Juxon next behind him
and Col. Thomlinson (who had the charge of him) talking with the King bareheaded, from the Park up
the stairs into the gallery and so into the cabinet chamber where he used to live.

REBTEILNI-BAIOFHMAEE L THFERIIEMAEZORERIV S v FEER
WTRWZW, WhwdF ST+ ThfEEzsD, BEFENROB ORI, SERMBED, =
ETFELEEENBMOBEREEBIZEMNTNS, FLT,. BEAHO ERIZICHE (268
HTHREZNTVS) OEFHMSEIZ2ZHEE O (70— X) THHTHEIhD"., 330F0
BEROPT—HRANTFA MBEOELZDESLEDES DM, £Z T, Nanri (1993: 58
4181) 2B OETARNO LENBEIMNTHRORROREZERT A2 E Tk Sk
5.

Z4—=IVF : —BBREFICHTIAED = 21— ADFEHOELES
: BIEROBRE T LIIRERXICBAT 2 ROENMN LS
T RO FETHEI- 12— AHBELRVWFETHI -2 —AHREORNE
 Ta—AfEE L - AHRBRELHBRAZEL -BELTEB A ABRT S E
E—F : RZN-BEER. HRORELRBELZENETI00E0MTF AR

EEMAROLZEOREOWREOILE THIOL —H o EREEOKORERERESS13FF—T
H5. BEDRRLSHICBNTHEEETRE OEZVVRL - YBOREBARENKELRT T —
BRETH--HON, BRTREBEEAEIB L ETUHBRENAZRTFT—BELR->TWEDIT
TH>.

ENE, 554 THRENSHESS v FE~OBTIRIFHRBAREEFEOER - 1
TAOF—OREMS, BEERE - ETHHREOCER - 1 TAOF—0EH~OBITZE
KB TTHBEY LAL. 1FA0F—ERTREFSI>BLZSRWL, HEFTIvRKER
XFLEER - 1 TADF-RBHAB A ABRHEEEOER - 1 TA0F K-> TLESDT
HD, DXV, bLER 1 740F—PBLIPAF—ZABELTWNEETERS,. BEAHD
RFORNORZIILF2ZTVEE (FEBABRESE) OFR - 1 TAHOF—I2L 5008
EWVNSZERZRS, 1TA0F—RFATRRROKE (LPAY—) BER - 1 T40F—D
EMICE-TRIAZHOTLA2ASDARAS, HRBAOER - 1 TAOF—NEOFEEFE
BT BT HBREICLS2FABEORROREBAZTFRL TWAEZEKZES>TLESDT
HBD. Fr—IX 1 #HOARLBFICRIAREEEZTOELATIENEERLD, £, KRHEOD
HNWFTHLEIRSFMELZPLETIBTHEREFTLFEL TRWVWARWL, 1 TAHOF—RRIT
REBHTHDIEEDT DR RN,

BB TF—ETiRAZL, Zs—IEFbE—FIcEALTHREZEREHEHZNhTLE
. BIZAE., Z4—)VFZBELTEAE FRROELHITR|EFEITARENTELS.

—RAFEIIHTIARO_ 2 —ADOEMAIEER | & 10D HLa9TEBIZStephens (1988: 152-
158) IZ&ENENRXF7 TlottidE iTHEIZIIBE-TWEEWS, L. ZhiZERZNED
DTRESFEETHo. COFEBEO_2—AHBOCOENTINTAZBI F1VERE
HLTTAATNY LAICAS, I TERBIBIEESHL TRIOIEEOHMH1620%E 2 BRI
ahaZ tiins,

FHOBEL IR F 7UMOWREEOES & Db, XRXF 7 THESEFE XD
Ta—RARRFEHN, ZHIIYRFFEL TWERMR -2 — ALy —¢BEHMELC THH
(Frank., 1961: 2) . B2 —A L —LRBTFECERREALZ EOBBRENE HE I
EREHOBRFHRECAZ-DICEMNAERNTEELT. CoELZ2HNTEICI4ELE
THNES THS (Waley 1985: 81) .

EITATAOF—EHRICUEBIESE, 74— EVER - 1TAQF—DAEYDTH S &
THE, 1THELRIORMN Z 2 —A L ¥—0REOREDTF—EE (Fhht,. EAlzttek
RO TH-oICEL) DBR - 1 TAOF—ICL-> TITHRLIGIORH =2 —AL ¥ —0D



Nannri: A Teoretical Pitfall in the Ideology Hypothesis 85

KROREDO T+ —BER (FNNEARHLEROEE THH Iz L) OB - 1F4o¥—
RO TITHRLUROFMOBZER N FRZh T LRI RTNE RS <3,

5. RERNERZEBTSAE

AIETRE-BRERIERIZIED LTELBDESSH, £Z TManin® - T4 OF —4347i7
WEBESZAT- (Martin 1992:582) Trew®{ TAOF—iZ T 2ERZERTHA LD, Trew (1979
B)TIRII2BRTNS, (BOFEOBRMIIES

To the extent that the concepts in a discourse are related as a system, they are part of a theory or
ideology, that is, a system of concepts and images which are a way of seeing and grasping things, and of
interpreting what is seen or heard or read.

All perception involves theory or ideology and there are no 'raw’, uninterpreted, theory-free
facts.

TrewiZ LT, BRAK Zh2Hb0RBITXRTAFAOF—0EkiLZz2SITE D, #N1rSR
THR—BHSBEEIFELRWENWS Z &iICizs, LML, ZoERMSIZ TEE) LLTO
REMARIZEELRZWEWLWSERIISIEHE WL, A1 T4 o0F 2B TRARIREEL
BNENIHB/HIIEHERZ WL, BL, TrewD EETHHDICHRIC BE) B5H0HE
HELBRWELES, ESLTTrew (1979 UM AU HkE2EL - FMiREE2 £
OTHETLSIZENTEEOESS D, Trew (1979) TIRISEEHBD TS,

On Monday 2 June 1975 the front pages of newspapers all over the world carried reports of events in
Harare, Salisbury, the previous day. At about 4.15 pm police fired directly for about 40 seconds into a
crowd of unarmed people and killed five of them. In the hours of angry reaction that followed police
killed another six people in surrounding neighbourhood.

TrewHELAFMEF I LEOFHLZ2BEL 2O THB., BL. TrewDE 5" raw",
uninterpreted, theory-free facts' W fFfE L 78 W Z S TrewS LB L 7= $HiMIGE St TRAIU ) B2 EE
LTWASEWSHHEBE&HVEIAN. HOREFANATOHE I IEHICE 33T THS. L. Trew
DA THAOF—HIBELNET SIS, HFHIT "raw”, uninterpreted, theory-free facts' DFFFE %
sobRThiERsz., FRETANPUNGERN TERVWREDEEZARICEETSIDIYT
H5Y, THIIERTHEKTIREV. H¥OMRTIIAIEETSH S, Dennet (1996:3) TIEZS
o Tha,

Philosophers often warn against confusing ontological questions with epistimological questions. What
exists is one thing, they say, and what we can know about it is something else.

SHBRELLTOARIE, WOBLER -1 TAOXF—ICHRINIEDICHFEELTVS LR
RSBWERFRZEAD

ERNE. MartinOLSETIVICHT BBIEELE L TROL S REREILTHILEND S,

ikl : SRRRTHOHL VAT —RLSTETNOFIZH S AV BETIIRL . TONCHE
i

DFED, LPAY—RER - 1 TAO0F—ICHLTTFFAMEROEDOEMERERTIESE
THH>T. BE -1 TAOF—0RLEWTIIRBNEWVWDS ZETH 5.

STICIT, BIMTROSNERZEHR2LLTHELTBI S,
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B&2 : A1 7A0F-BELFRAOBEROPIZHD, FOBELFOBREFER K Lo
TWha,

COERIZENI TAODF BB LFOEREYVBELZVWEER, BEE—FEHELT
BLFED BRIAT L CEENIBHOLETES, ZT2T. ER1ZHD—ELITALD.
HIICRER M TAOF—RREFZZLTEL TWAbIT TRV ERRE, 1 FHOF—Iz&
23 bO—VIRFETS. LML, ZHNL AV —DAYVBERICORNB EIZEZ AN
ETRZW, EBRENITAOF—I2E-oTa bro—IZhahEShE,. SERENT
TAOX—EBMNAHFELBED L ODRL<JOXTOMETH B EEASNENSTHS.,
EOoTEHEHIIBEHRIOLSIZEEZN S,

BRS : LAY —RBERII AT LPOATAOF—LART I ENTELLDOIZLESTE
BEEMASNAZ MBS, LML, ThiZL P29 -1 FTA0FXF—0BETH S
TEEEWRLERWV, LPAY—RELIATLONCEEL. AVBETIZANWS,

6. LITVECDLDRE

EWTiIMartin®D 1 FAOF—REVRERHOFE ZEAHLTLESI L Z2EH L. ESR
YATLODEBRELV DA —DBERV AT LMD 2> TRERNBEMSEN SIS
ZEZMUIH, Martin®f T4 OF—EHRNREROMEBZ/HOIE-LRENTREL T,
RDEIBAMEHRENLD. 1 TAOF—REOENFIZAL TOLHEENBREB Tk
R ATAOF—OFREICHTEIERNREL, TORE. H2IIB T 2LANEROAIZE
RPEYETON, BALRXLTOBEDY 1 I XLNEREINENWIHTHS. LML, =
NEMartin® EEEGLETMEAZME TR, Y AFI v /7BROERREENRA TN
A2EER D LNsly, 7805, Martin® EiEERIZHalliday (1978: B1E) IC®RVIETF5h
T2 % intra-organism-psychological' & 'inter-organism-social D& LD E A& BEIZTF > TWBIZ
BEZVEEZSNEZNE THS". LML, T lintra-organism- I — lpsychological | &
WO RKBEBLEESREh B LW, RERS, LE%¥OPIC binter-organismDB SN 5
LDIAF I XLERADIEVWIBHENSEZNSTHS WA EBN1991) .

REBOTEASLEBEHERAMOBERV EDL S RIIWMIB->TWENEEZATIC
RO, LML, BAEBBRLOBERIIOVTENS VDI LEA>TNHDES
2. RABETRER (B2 IEmind) NEZIZH 20, FETNMNEDLIIRBBOTH
SMCEALTH—LARMRIEERHEINTIRWEWLE I FE, BAREICERT L ERL
WEASS, LML, EOXIBLSETINEATDICEL. AMHO (BEEROEREZSDR)
EROMAD AN XL EZDLHMIZ LELSET N OBEN, 1 FHOF—ERE-ZFHIC
MET AL ATI v 7MEBRERERICRODSNTNEOTIIRWES S H.

x

] ZITH|ENERLEZ-VWIEE, #2M0ENFELEVEVSIHSIZHHOTIINRL., 174 0F—
FERIZESEOAR (DRR) MIXTHESMNOBUNORMBOTHRE<ESHIIHS.

2 BEESTTINERTFAMEOLSHBRTEAHENZIONERBLTLAEROZ 2 TH 3.,
3 RETRELHBORLESAVSNT LSS (AT, Martin 1992 : 496) . 1 TAOFX¥—ERED
LONED-EbIT TN,

4 THiCR, BAELTOEEOHHE. FAE. BLERTH22BEERTHSI0BVLEENAE.
5 Martin (1985: 33-50; 1986) @ 5# OF— 4347 Tid'hortatory exposition' & 'analytical exposition' & fir
SNETEROTHFA REEDSITT, #i1E % left protagonist @, ¥ L T, #3¥F % right protagonist D1 7
AOF—2ABTHHOLELTVSY, Matin® ZO—HEOFF A FiclT32# (WAL, Martin.
1985:38) B3V L BEOUEHITORREIZEAEF—TH 5. Quenk & Quenk (1982) ZBEZh
L.

6 ZITREFTEAXFMOALEERIZANTED., MIBLZIZ 2T/ —FHSEERICANSNT



Nannri: A Teoretical Pitfall in the Ideology Hypothesis 87

iz,

T T—@BE AR EH--THHERATAZ LN TEIRELTH®RTS,

8 MEMM L3MICRE—EEZEEZLTNS,

9 20 ORIOEEIZfirst order@EBRTH D, J0DEO R IZsecond orderDEERTH B,

10 ZORERDF 1 Fir5T 35 & (King Charles, His Speech Made Upon the Scaffold at Whitehall-Gate
Immediately Before His Execution (30 January 1648"). ZORE¥ TRLEEZWRIIEETORBREOZY—F
2755, BEDAE—FRFFA MOEFHHMSCIFHOBMICHED . 191EBO@Hic#bhaht, BEOH
MOLSICAE—FORERBAETERDHLTENT IS TR fTbhTwiwn, BEOAY—
FENFBBEEN TS, 2FED, PEABEOALSTAOERZ A DFMOEB IcT-TRRZHh
TWabIITHd. COL5EBlEINand (1993) IC&3 &< EHIBIEREFTHLSh TV
&3

TH3,

11 BROB|EAS5THEIEZOFMEETHLWS N TWAREREIZ SMOREL M8 &i3Ei
Whs Lk, E5FINEE— FOREREEL 3~ ELEES, LL. SBOBREROBRSHST
N, LREDKD BERENEZSN SIS0 IRELRRERETH O TIREVES SN, &£-
TE—FOREREEEMA LMo/, BL, ZHIIEENCZHKICLZ2HOTHS,

12 Nanri (1993: B4.38) TIIAOLSILBETREE Z 2 v FBNBRZN-LBETWS, T
REITENTHS _2— AT EVWERRZFS, £, EnWFS 74 7TRBEEVLWEEE VDD
DRTFEFFAMCHDERAL, EVRAZFAE QR IA IO HTHD, FFA MEEEL
BREEDORITERBICIL-ORSELBEN SR EERRICEBLTVENSTHS., T XKBROR
EHFWMENREL, 2 A0AXBRHRELL THET LI LIRS, HeFREEPLLETI2EHY
HREEPEANE - EVLEL-EHOBEFZERLE., CHIZID FMORELEAVWShTERS
747 el (P O0/020)zKE) RIETESN, EELHENTFA FETRICHR Eifsh
WES 2y FGENERLL =,

13 Hasan (1996a) @ &% % {& D /L material situational setting EWMET S &Izl d.

14 BRAIZ, FTVALEE¥TR BRETAIEVS ZELABTALEVSZERNOZETHS)
(4 AR1992) WS RBEOT. AROMEBNLEFEZED (EMO=20EEMIIEETHSH. B
MW TRZESMEOMERES. HH. KBS SO i EIC L 58080072 L T OMRMYEFEET 5.
FRIZBENSOHSWSMEMIT. REOPTHED [B% (meaning) | © Ml (value) | 285,
HE5HOREL. HE5L0IRBHETLIH. THSIREETIAALZL) (581992 tBLTWLAS,

15 BE-1FAO0OF-NEBL BERICBh 55 L2825 L, EB - 1FHADF—REROEL
Bt 5EENHS. COZLREBERH - 1 TAOFEF—HVEERO VI FI LA DEBHhENTY
STERERTLOTH S, C_THALE BRIATALAI BIOEEROY 1+ XL280b0
ELTRWEIWERRREZA S, J- T, REFMEBT S{ESR A7 AldMartin® 'the system of beliefs' &
Mg D RL->TWwahs Ly,

16 53A. ARVMATHLIHZRETSEARICHT AMHALETHS, L L. T008IT
AREDBOLEFMUTHSLIIFEA LN, HsanBABRGIUBEM->TNEL I THEN, EHFLIIMR
D&V Ai$H S, Hasan (1996a. 1996b) Tid'context of situation’ (RIMDIREE) 13 'material situational setting’
EHLTHES SN H2BENARTHELELTWAE LS THSH, EH L material situational setting %
RHOMREE L, #2MENDRI ERAT7L) OPIZEHAAEWEERS, BL. ER3ICBITS
(L ZA&— | EMartinOBBETNIZBITA (Z4—=)VE)] [F4—] [E—FK] O#KELTOL
PAI-=THD., RKHOWR#E LHMHTHS. Halliday (1978: 1-35) HHHATS (LA —] (R
RoORBERBRL CSHROERAE) BHSMEMNARMERALL. EWMTEELTWS BRI ZAF4L)
OizHAAENEZBDET S,

17 {BL. Hasan (1996a) Tid. KEOKEIZHIZHSR@ X T<EEMNBELVLWHSBEH SOAE
57, BLFEAMEODHAORE - EMTI2AREIVS>BANS BB EINTWV S, £/, Butt
(1990) BELF—MEADHERE (personality) DHERMSHEL TLRBERU -8, KHMOICHE DD
DAL ELFEEMEFO LM (ODRRORFKE) BT HOREFLEAZ. TORIED
RIZHSAEREZREES LB TS,

18 BAR¥ TRETEROEEagentHHENEI M TERVDIMNT D LS 7. Edelman (1992)
TRHERZEAO #EBMEOBTOERMRIZE > TEAHENTLAERETEY ., EROTERE
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tEL 2V, £®—7 TDennet (1991;1996) i85 3+ T 'intentional system' I RiHE N 3 &7 5,
Edelmand (1992) Tiimind &brainid[E—T# 245, Dennet (1991:1996) TiiE—Tid/z,
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A Theoretical Pitfall in the Ideology Hypothesis

Keizo Nannni
University of Sydney

Marin's (1992) claims that everything linguistic, including the context of situation, is the realization of
ideology. This hypothesis is too strong to follow, because if this hypothesis is correct, the environment
in which we live has to be regarded as an ideological creation; this hypothesis would lead us to the
deterministic theory that any change which takes place within the linguistics semiotic system has been
expected to take place by the ideology. The purpose of this paper is to suggest how to avoid this
deterministic theory. In specific terms, I argue that (1) ideology has to be incorporated into the belief
systems of individual speakers, and (2) the context of situation should be regarded as constraints existing
outside the belief system.
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REOERICEI1TS THSBRNE®RME &
BT IR MDSE"

VEmEls 2
B & F K

1. Fik

—RIZ, KEOPOH DMEEREN. ETHKEL. BE(sitvation) BEXUEHI 57 2
FERBICLTHRIILTWVWARENSOREROABNWEZ A A5, #l AT Halliday (1985/
1994) IZXRDLSIZES:

(1) At any point of the discourse process, there will have been built up a rich verbal and non-verbal
environment for whatever is to follow; the speaker 's choices are made against the background of what
has been said and what has happened before. (1985, p. 278; 1994, pp. 299-300)

INZERIZHE R (reference) DEIREIC N 5 H T X 5IZBR L 7D A Brown & Yule (1983) THh 5.
HESDERTIR MEFREZOLHEFROPIZERHKZEZD D, #BE OBERERIZETOL
FMRIZH L TRENZDOTH->T. T 7 A MOEB/ERRIIHL TTREZW:
(11) We shall suggest that it seems more likely that the processor establishes a referent in his mental
representation of the discourse and relates subsequent references to that referent back to his mental
representation, rather than to the original verbal expression in the text. (pp. 200-201)

BEMIZIEFA A, # 513Halliday & Hasan (1976: 2) O%¥IF-FlZBERHL.

(i11)) Wash and core six cooking apples. Put them into a fireproof dish.

Z DthemA B IZ six cooking applesZ#> THIRY S (referback) L IZFA T, KEOE({LE#H -
TWAEIEZRBTDLENEETHAHLEH/MLTWS (p.201) .
& 5iZMcCarthy (1994) BFEIERIZ, ERBEHRRKEOHRICEETIDDEZFERT S,
BoTWa:

(iv) Co-reference implies no distinction between anaphoric ('backward’) and exophoric (‘outward’)
reference, but sees reference items instead as referring to entities in the discourse world, which noun
phrases have originally created in that world... Entities may be retrievable as noun phrases in the text,

but reference, as such, is to those entities in discourse and not to the linguistic forms that encode them.
(p. 268)

BT, TS ETHROEENEZ HERBZASAT. KEORMAONY - L BT
JAFORBEEOBAEEZFR->TWISEES., BENIZR. B2HT. 7 7AFOERMIZHE-ST
EITHOEEN EOLSIEEHF TEHZN300E%kT 5, ZEALE B rOAHEDNEE
VIRTEELEOTHEELDZ EMGE. BIZ, 77 A b O# $1% (cohesion) 23812 # 5% (ideation)
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DEREREEEL TRLDTHAICBET 2L 2R <5, SSITB3HTE. 77A+D
BRIZHES 77 A MO TERMR) O EH/FAEE. BIUR—BRHEKIIHTET 72
FRELOZREF-HENWS 2DOOMEEZBELES AT, 2DO0%%. Tbb IR
(successiveness)) & REME (constativeness) | ZRET A2 EIEL> T HSMSEDhA TS H
CERDADDT VA MR ENDHDTHETELRILERTOIEES,

2. TOXAMDERLETHROEKH

— Iz, REOPTRABRICZ>EABBLOEFANIZ. £fF7 7 A MOFREMEIZL
THRILLTWAMN., HiIzZh I T, ETESZRSMIIRPHL TR EEI NS, F
.

(1) (1))Tom died suddenly,. (ii)His death, affected Mary very much, (iii)The shock, was hard for her to
get over,.

EWSHKET. B 2 Hi(clause) DX H(Theme) & 72 5 B 5 B #' (participant)His death 13, His H35
1 HDB5EFETomE 575 (reference)  IZ & o T 7= death) 12 P B EE (Process)die & 58 3t 1A
H @ K (repetition) iZ & 5 [GEHeAY#E H 1% (lexical cohesion) | IZ& - T. BM<BEHELTHD. [EHk
ICESHBETHEEWEIBEEEZ L TS, LALIDESERRATIIEAAATHS L,
B2HOEBEIBLHOBELALLFARICRHLEBLOTHHLEA, AL, BIHDE
BB 2HOBBROENTHHEEAD. ZOI & %Langacker> D BHBHBI " » S5
&, BElevent) | E L TRARSNEWHRIIROBEETIE ./ (thingl ELTEEDHLN, TOE
J IR O H(Figure) ) WL 1707 74 E-> THRENBMT S0 THS. Th
ERESMNBRATERTERDESITRBES S

event, I—' (thing ) nf:ntil - (I.hingj} event | ...

&1

T, bEAAMRBTODEMNDIZ. WObH (1) LS ICERBO ETENETHONE
DENICEI DT TIIRL. L<H2BETR. EFHOFTBEERVETIFA—ERIICEST
bk 5.

(2) (1)Tom, died suddenly,. (ii)He  left his daughter a large fortune,. (iii)But he, hadn't told her anything
about it,.

ZZT. he,dHe 2 BL TTom ZERLTHD. MEIEBTomDIETHELEEH>TT VA
roZEERASELZALRZV, —F.,. HEFOHOPTIIHRFEORMICHE > TTomiZDWT
DHEEVNERZN. BIMICESETICTom® MEoik) 13, KEERBLIANHZHEXTHSMIZH®
AIEh T3, ZhPR0EACRANZERICTIERDESICRDESD:

(profile,) event, | — (pmﬁlcl[wnnti]]cvcmj el I(prnﬁkz[evcm,.],[evcmj]):vznlt .

X 2

il (2) OB2EHTIE, BIHTEEE L TRAESN-ERFAEBTomAIREFOE THEUEEIZ
BHoTHED, COHTRAUBES5IoNTOT7 713N, KBxI &iZ, BIZRLCEE
PRVBEZNTVNADTIRAEL, BROTXTERIETHOFRICEL > TEORERNFEMA SN
EDEBEBRAChEDLTWVRAREWVNSIETHS,

LT, THOLEBRIZI2EENEROBES L. ETTr2MERBORSNENNTD
nNTEH, FOEOHT (1) PBWSEARMLEBTBASNKS,
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RITREERORNO L D2 OENSBEBTEERD @) (b) OLSICkEBESS,
ZCIT. tha-HiPRREZME S XBIb- LB E/LIOESVAVNEL, REFAIZE /LD
ESWAKZENEEISNS., Q) @ (@) () BLY () REDOHTHS:

(a) PELEZET /IZETT S tha-Hi, B4, ((FAZRT) EEE - 88,
farfCaE

(b) PEEZTOT7 7 IR ZE5ERICRTT S ; LT+ BEERE. X0 8/BRESF+
FERE. (THAEZRT) FEE. \HREHE

(3)Xa) John Smith killed his fiancée. That he killed her/His killing her/The killing/The murder/The
act/That astonished his friends.
(b) Somebody killed John's fiancée. The man who killed her/The killer/The murderer has not been
arrested yet.

(4) In the other narrow bed (i1)his brother Eugene went on sleeping ... Amold, watching (ii)his brother
sleeping, felt a peculiar dismay;... To dispel emphatically his uneasy advantage over (iii)his sleeping
brother,...

(Gina Berriault, The Stone Boy)

gl (4) TIX, () KHi(major clause)& L TIRAZNTHBEMN., () AEHEOBAYE+ B
ErmE WO PENRBEZEZET (i) BESFA+EBF L WS ERA[BALT /L2 TWAZ
EBRRTENS,

ST, INETORUFZERLINED, T#E1k(conceptualization) ] (Langacker 1987)
OEJEIZHA THAAERBR<THT VA FNORFEEEZTHNIRADZILENTESLLSICER 3,
Lihl., 77A b LOERERIZFAESVHIBESRLESIESSD. Bl 5 2FBATHES.

(5)(a) Her necklace suddenly snapped and fell on the floor into pieces. Theywere all diamonds.
(b) Her necklace suddenly snapped and fell apart on the floor. They were all diamonds.

Zho 263, bIHRERBELEOBVWETTEDIZALRFRATEDHD. (52) T, Theyid
A RIEOEEERBAE L TETH OpiecesZHER L THED, CHhEHENTEEBEEND
B, —AHT (5b) OEXIREFHBHVAS, ZZTELFIZ, MEFENE1HOEKRAETZE
MLERECEBRE---Eolds il /A — Y- ZRiRIZL TE2Hi% They THODEDE S
I, FIZAPORBAEICRIOEEEORAFEVNEBIE R TELIRANE L. BEEFOH
# (participant chains)] (Halliday 1985/1994) & % V)3 [~ @ #8H (reference chains)] (Martin
1992) ZEMRTE R\, Theyid, B1HOBBROBERELCREEZERL TWAEE AW
MED, ERHBELTRNWIEIIRAS,

# (5) 2. 77 A FOERMEESEIIhhDLIEEETHIEE. XD 6) 277 A RO
MEGBS{EOMEEADZENTES. Thbb, FU/AMNOIEFIZR- ERNBIISE
NEREIZBIT2EEOEEDNERFIZREZ N

(6) John Smith killed his fiancée. The murderer had told her he loved her just before the act.

RBEHERATEARAGTALARIARLITRVWIZI D ST, EFHOMROER. The
murderer & 3D BB D TH 5.

RS T 7 2 b (texture) ZFpL T 5 S58AYFER] (Halliday and Hasan 1976: 293)
ThgTIdsiE. (5) ® 6) OFMLSLT. 77X MRRO L X)L O#S BiE--- [
FXEY%5 3 1% (ideational cohesion) ] & B I RZFHLDEEZAZMLENHTRLIDOTH S,
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3. BESWENBRELBEOR

EZAT, ERLEMEZESITBETAEDIZ. 2 D00BMZ#BLENVWEES, £9
D2HELT. 77 A MIEFBEOBRBE (linearity) IZ & > THEFMIZEBEAL. ZHIZR-TF 2 X
FOMEF/HEAFIX, BIEHEZEMEL TRANICBSHBEZT O N, F7AMNERTS
SENEERD. BEMRELEBIZENTIOEE SN, FREHTLELEVWOEESS M,

P, ROMBEOFIOLSIE. FHELRTREEZEATHLS.

(7) Peel the potato , slice it , and fry it,.

AFR, itZE, RELAZFORFT FTREEZUDVWERBORFT FELMRIZMN, 25
LEWSWMRICHE-> T, HERERIZIhEZRBALLETHE, it 0FT b Didpotato, & 1ZFED
BORDBDIZRBEAI L., ARIZILDIETHOIRESIIELLEDD, ThbEIE 2N
TAFMALIEBRORT MIZRZDESS,

5. H2HOPAMOHYMELR - BATIHAEILE S50,

(8) John Smithy is a college student. He, speaks Japanese. He, is handsome.

ot EL D BT, He lR7-=7Z®John Smith Tid72 <. REEELVLSHEAMD YD, He, TIZE
SICEFBEZFETLEVSHRAMEMENS. ZDX S IiZJohn Smith DEERIZR L ICHEIZ/Z S
M, UL, EBENREZONYZTOLOR TG BEBEFE TN HARKEE|TH>TH
DOEEB VIS ICEDNS, Zhs (7) & (8) HRTFVA MMBOERAKROEHE DR
Wid, FZ7A OB EMEMOBEBRNHZIDES S M,

2EBOEMELT. 2PLANOAEMNSEA VWO, EXOFHZ A Rz2oWTLIELIEE
WEINDILEN, FALERHRERETOICRUCERZBRVETIDHHNORRTEVRZS
ANBETHVEARTHSLEDNS, =& X FHalliday (1994) &. B ABZDWT EE
Peter EF USRI S L (BAHELRARHM-> TRETILENRZVWOT) BEL TR ASHmIZDON
THELTWSOMEMIZBEVWEDS7EA5) (p312) . £EE-oTWS, BN, HELES/N
ORI BNTR—DOERMRICHTIZR LOZEENRS NS

(9) PRINCE WILLIAM ... the fledgling Etonian ... Wills ... young master Windsor ... he ...
(Time, Sept.18, 1995)
(10) She ... the dear lady ... a poor thing ... the poor child’s fate ...
Mrs. Amyot ... (Edith Wharton, The Pelican)

LLEO—AT,. XOWEBECEROBKEBEOATIE, Z5LEEREEZHATRIITNS L
HNZRAS:

(11) sift the flour ... make a well in the centre of the flour ... beat the eggs and add to the well in the
flour ... mix in the flour ...
(Anne Willan, Look & Cook: Italian Country Cooking)
(12) (Article I) All legislative Powers herein granted shall be vested in a Congress of the United
States,... after the first Meeting of the Congress of the United States ... but the Congressmay ... The
Congress shall assemble .... (The Constitution of The United States of America)

(1) & (12) DEESDF IV A MY, the flourZthe powder& E -7 . the Congress% the
councilPthe legislative body = L= D EVWS FWRX 2 LW, ERXBFOBRSI. BRI ZR
CLEAORILZBIDSEDHLE—MITONIMN. BRELTENETEASH., £V ED
TIAMDBSRES L TROMN,

LTFTR, 98RE2O08ME. /A MOBE RSN TEELEN SBRNL &
2&ERD.
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9. Hatch (1992:ch.5) i2&fid. &< ASs LRMITHN T LWARFTOEEIZIZ. (A W
a5 Wk ad (narrative discourse).  (B) SC#RAY3KES (descriptive discourse). (C) FHe ZRYKEE
(procedural discourse). €L T (D) @ « %% #%5E (suasive/argumentative discourse) D 4 DAt
BHoh3’, INSIFEEMICIIEIETRFT /A MRS LTRADICHBLARSD #
BITHLHLEEFEZAONS, FHATEA DR, The BE0RYNIZ, BHELWNMES<HIILE
BEHODZ AT THH2O0. THEHBHEIZRSHIZ. HEINEHFEOHEATHROFRZD S,
TORYTEELHSHORDOHM, EVIHIHETHD. &RMNIZIZ. LLTIZRRT 32200 #5)
B CIESREHHEEIZL->T. HECHEL DD TN TNOY1I T Z2ERLTED, B
SR THDTAHRIIABETAIENTED., ZOZLEE2FL<HRLTVIH EEHA,
1DEBL-WSR, T2 TidmE (1975:88) OFES I@BNR77o0—F), Thabbs
NEDHERLEDODRENDOBSMST VA 2D, [EH8NLZT 7o—F)., ThbEsFo X
FEEOEREZEVDEFTEEICLEZVEWVWS ZETHA, LEVNS>THEOT 7 A MEROWK
BEROSRTNEELEN,. Chii oW TREHEIER T 2 &icT 5.,

(A) PEEEEEILT TIZIE< WK E 4. Orientation& Goal. Problem & Resolution& V- =5 >
TL— b HENIZ-EDERES TVREBOEREL THSHTWVWS, M, F5LETY
OMERAZENT I 7 ONBEBE) SYEBEREORBME2EATHALE. TOPEIIEED
BFHPRMOEHRE) THEETARESD. b2 \NDVEEIZBEL., S xXELEBREL
NITEBLAEDTAEZLICE>THEHERICES, TOBEROFRNYBEOREMNTLELT L
FTHUL, TREFFE (successiveness)) . T72b BRI/ ESENPBAED 1 DOXKELBEH L
BALD. I 1 DO0HBE. Aieb3MEBEL2EROHRFLLTHMIENSIZLTHS, £
DFEMIZ, BRI EAEVEEAES>TWTD, BEADOLESHFH. BOEBMICSEY
PHE-BMHEEZRYD., SSICRBREOHFETHAESHTFEHLHFCHRLESMEELR
DEATS, vy—0v7 - F—LXD TEARK) NERIIGFETAIEZBVLEZIZN:
Wie ) THOLEZEEBREIEI > EFGLETORAICH L TRIEBELRLBLOTHAE, =
Z TR E ¥ (constativeness)] . THROEHRERRBTELINEINEZ/MI I EMNTE. MBS
3SR NEDTRENELEEZLZ2DTH S,

EE. ChoOZ tRBEBFRORNAFZRAIEIZL>THEMIDBIENTES, T
5, EREEIMEL T, MENERMAT 2P0 TR, WhYaEERE. D0 MHEEE
(material process) ] S EEANIZHN DI, i3RI L225EXROFEHTEL. 2D, 5B
L85 {TH & (actor) | D—EHD ERPITEH)., BIXUBMEE L5 I H(goal) | DIREELER
L. COXRBOMFNBRELASHIZILTVNBEERA S, LT, —EHOREHFIILSDS B
ERHTHRNLAY, TR IORSEIRENTHAZLEERTHOTH S, LT ICMBLH %
¥ITS:

(13) Tom, Tom, the piper's son,/ Stole a pig and away he run;
The pig was eat, and Tom was beat,/ And Tom went howling down the street.
(nursery rhyme)
(14) Icame, I saw, I conquered.
(15)(a) John Smith, went to the park. He killed his fiancée. And then he, went to the party.
(b) John Smith,went to the party. He, killed his fiancée. And then he, went to the park. (¥(a))

#l (13) Tid, B TTomDMBI/25C0E (the piper'sson) AGA b, BEBEATHEIS.
ZTOEEZEBXTRBSLHSH, NEDOLWEEVLWIHEFORMMGESNAN, HHEAEEHE
FLTAERFTRRINTWAZEZEALELWL. ToL3 ICHEREIIMISNICERRT 5
DT, (14) DIIXFLESIBHORBIZRATOBFIIEFEEADILIITER N,
OHEFFZ ANBANETBBEOEEOEFEEASZ LIZ Y., MiEEFEZHSRTS (before,
after D) FERRBVLVWHED, HOHKRBIZRS>STLESIDTHS. (152) TidHeldt
BB, TTTHHBEBRTOEMN, (15b) TWHe B /S\—F 4 —2BIZWT, T TR
ICRAZ EIZRS.
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(B) SebMIakEEld. LIELE¥EEOEBRENZROIFIATEL THEFOBTHNSH
DUBOHTH D, SDOIMRERDHOERBACHT. TORECAREZRRTIREL S,
MBEKSBIELET > T L—bRido &0 LAn—F, BLFRMEFERATEIAF—T 2R
OWMBIZFIAT S, CORBERROPBEARIZBS L TAZE,. BLEME->TWS, FE
T52EY - \DIIOVWTRREDV B THE0S, TOEEMEZHEI DZ LN TELRE
RRREEEAD. — 5. #BFEICEAL TR, 53 \BOLERZB/IDIZ. BB SHED
£ DMERECED SHD X SH. BICEMIBAEVWES S, FLELNREED B OERNMEH -
REZEEIZTEO0TH505. ZOHMITIFALEZIOND, ARNZREHFENDT
SEhEE. D E D IBYEREE (relational process)) TH S T EMNSH. FFHEIRINER & 1 5 HBATEE
MICEEBICR S ianwZ Ehiaha,

(16) (1) Situated on the banks of the Arno river and set among low hills covered with olive groves and
vineyards, Firenze is immediately captivating.
(i1) Cradle of the Renaissance and home of Michelangelo and the Medici, the cit y is almost
overwhelming in its wealth of art, culture and history.
(i1i) Despite the traffic and the unrelenting summer heat, Firenze still attracts millions of tourists ...
(Helen Gillman, et al. /taly (abbreviated))
(17) (a) John Smith, is a college student. He, speaks Japanese. He, is handsome. (=(8))
(b) John Smith is handsome. He speaks Japanese. He is a college student.(=(a))

#l (16) I, FirenzeDi 8-SR, HRZFTNTHOAENSHERTNSH,. ZH 6 3 DOH
2 CHENICIRZoEFARE D LAV | FOLIIZANEALS &D FirenzeDH
DEENEDL-TLESZ & ER W, EERiIz (17) OBEH. (@) TH (b) THJohn
Smith& I AMICTEDLOERARW, TIT (17) E2#HICE-T. EEBMASEEIILTWS, &
AREICHET2BSMRERECHERWOBEMIFEEZ. 7D TD0gden & Richards (1923)
DEHRO=ABITETVWTEERLTALS.

thought / ideation

symbol / wording referent (cf. Ogden & Richards: 1923:11)
B3

HESOTOEIZ, BED R & 18k & {ERY OMEREZEBELEHOEN,. ZhEzHKED L
NIIZBALT, 77AMLEDER | EFNNBDEE. BEIUFT VA MOABRIZH-T
(BEHEEFEINT) ZhSICHIBETS HERER) P EVWS=FOMENRIDO LS ITREH
5. ZORIZEB->T (17a) Z2BRATHE,. KO LSk 3. T7AMREBT 51201
T John Smith IZDWTORERMNEML . TIHESMED L~ TERZN T A, A8
CHEETIMEDO AP EDOLORMS T LAENE WS RAVHREICES S

John Smith [ (Bl FIZEEAMO1§H:) SPEAKER'S FRIEND]
P @

John Smith,

T John Smith [SPEAKER'S FRIEND] & [COLLEGE STUDENT]
A
,

John Smith [SPEAKER'S FRIEND|&[COLLEGE STUDENT] &[SPEAKS JAPANESE]
‘/f\__._
o
X 4
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(C) FHE=MKEL. MohOBRICBETAEDONTIY—OEUBLEAS. THiT.
MEFIZEFEL< ATy 7Z2BOLSICER LA CBEIIET A LEBAS8ERDOT.
HEEE WOBBIIDVLWTHAT I ATH S, REHFORN D, HESHIROEEES 1S/
F s %. BEBHFOBREE. DD WIGER O M) 3 —EOBFEDE UNEIciE-> 1=
FleE2#E2LEBLICNS, —FH, REHICEALTIZ. S XOERTZOTIIFATHD, B
hﬁihﬁ,ﬁ%ﬂﬁﬂmh@%ﬁﬁﬁmﬂmmmﬂmﬁﬁﬁEj&#i%ﬂé¢(w}t
(19) BZDF A TORREED, BFENFRELOOT, HOEFEANMRZIZE. BE5sTh
TEEE LGRS S0AHELEND, B & IZOBHRICHENTLES:

(18)(a) Peel the potato,, slice it,, and fry it (=(7))
(b) Fry the potato,, slice it,, and peel it,. (¥(a))
(19)(a) Walk two more blocks, turn left, and cross the bridge.
(b) Cross the bridge, turn left, and walk two more blocks. ((a))

# (18a) ZEXILL THLD. T7 A MEARDORRMITHEL, BEWED L X)L THRIZOWN
TOBMSEOEMENEL. (WMEFY. MUSHATAERRICT o LEBETE L) 2512
MET ST 7 A MABOHRKROENRT 5:

[FDTATD PREPARED]

:amu

[PC'T TO PREPHREDI PEALED]

[{[POTATO PREPARED)] PEALED) SLICED)
“f N7/))))),

5

(D) EWORKEIL., HE2FEREEBHMTADORETHD, COBEELZERTAEELL
T () BA, (i) MEOHA. Gi) FEROBRE, (v) GEWR (V) K& (KB . (vi) &%
DEDIDNES<HSEDLDNTWAN, EBORNIILZELEEERZELS, TS5 LEFVAMISED
FEBIHEABNWT, XEALODOBMNDOBENSED2DOORBEREMEICBS L TEATAS
E. TTRHREIIOLTIE GGEMNEF TIRE< THMAEFOBETHINSG) . Br5 &
(B) IZDWTAPZER T 5B ICRE->EEFENZVWOLER. FERERITE-D0OM
HEESURDNIZI —BHORIEFLZNOTHNT--WMOICE-T, FRODE &EEED
BRI BESSEZRIIBRXRTHEENIZRRALZ &EIZ25 . BBOKBII~1 T AN T
H2. D 1 DOREMIT. FEROKETHILULEAS MM FARENTH S, Zhid
must, shall FDEMEBGEOERIZE > THEMD NS, (21) BID¥1 Fo#EiEIcsEEIN
Seditorial DF TH 5

(20)(a) Itlooks like rain. You must take an umbrella with you, even though you may not think it's
necessary.
(b) Even though you may not think it's necessary, you must take an umbrella with you. It looks like
rain. (=(a))
(21) [Headline:] Socialists in Glass Houses
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(i)In a front-page article in Vietnam News, the official English-language daily, the paper reported
on a management workshop in Hanoi where Vietnamese officials blasted foreign investors for violations
of local labor laws. (ii)But before pointing the finger at foreign investors, it is at least worth asking why,
with all these abuses, there is no shortage of workers lined up outside the gates of foreign enterprises
hoping for a job. (iii)One key indicator may be the average annual per capita income, about $200.
(iv)The desperation that results should be placed squarely where it belongs: (v) on a Communist Party
whose decades-long experiment with socialism took what should be one of the wealthiest countries in
Southeast Asia and made it one of the poorest.

Far Eastern Economic Review (Hong Kong).
(Reproduced by Herald Tribune International, July 14, 1997)

#l (20a) TIE MBM) —EROPE - TRk, (20b) TiE K& — TEROPE) — TR
DNRIZIESA, ER2EICEZ SN, J0EHT (21) OHe5d. (ERRXFACEEXRRASE
EADUEIDZ0EHN) EROBLD (v) HESED T, TOBRAELTO Gi) . 51T
THIZERTAEHAD (i) EWIMWITERTRATH, 2ENIRBELCERENZEIH IS,
BE4ADOBREORRNE2ODDBEEIZ LIS TEBRTALERDEIIICRBESS:

narrauvegi description | procedure | argument

successiveness + — +
constativeness + + — —_

& 6

EIAT, RIZRELZ2DOEMIZIDVWTEATWVWISEES, Bl D, T7AMDRHA
IZHES T A MO HERMES) ORI EHIZOVTIE. M4 :E50METHSMIE- L
I, RBERTSAOBRELDOIPE) EITFEHZIOT A MIBNWTIE. AR MK
(ransitivity) | TR LB E2B5BRIZIHEI3ADTE, [THE I LBRE2B5E%RD. TV A
FPOERIZH > THREOZ(LEZHD. fih, MBS~ F AL R L/ DT A
PTRESRSBWVWEWS ZETHS, Langacker (1991: 13ff) D'billiard-ball model' D& 2. 75
TEAE. AgentHH 5175 EPatientiZ L TS & FIZT IV F—AiAgentH SPatientiZfEH
HDPT, 82X THR<PatientiZ HiZIZEEE 2V}, fohOELLEEES. 15, AgentidT
FNF—ZHRTDIIEICRAL., £, BETHETAZLEIZLI>TEDITAZHERRT
H2DTHHMS,. AgentBRELFSHh OB EHE > TVNELEEZDLIONERTHEASD. bok
WAYIZE A, (WEE S TActor/AgentE 22 EAN L) EA) T 512 kIET, THEARR)
® TER PBOVD ERD D TRICKRESL L1Z, FhdbIERTERVWESS,

B2 OREE., TROHEE—ERERKRIZHTIRBLEOSHEHEIIDONT, Fl (9) IZCEAYRE
ag. (10) BPEETEBIIREENTSATHD., W (11) IFEHE. (12) BEROB
M CEDBIIRERENTA T ATHS., FREOREOHS,. E5EFOER O/ IT— 3
CMASNEVNDIR., FZAMEST. TONBEZERTIZEIL->THRBEREEEL
20, RELED, FiltkRZEOHLAEDT 288077 A M--TRITHRIT VA RENS
THhHEEASND, DFED, TNLFIEIES =, HH0RELBIPSTEHFLLRREET VA
BHAAFICEAHNSEEIERRZOT. TF—0FEH] IDWTTHTHLERLEREE5Z
LZTENHERINWHD EEDN A", HHVITHallidayDEEBVWTEA L. ESh 2RER
MIZH L Teongruent 2 BB DANRLTEOTHD, AHEET NERRIEEL ZWNEDIZ
‘metaphorical IZEWE LB WD TH S,

CNICHMLT, PETVWLEEANKEORS. REREZSOEARIIHIBERHARIETT S
AMREIASTHFET S, —R, b - ML EE WO EEZHE - RATZF AR E, /A
MBEDEMERETSAT VA M E2FRLCESICANS ZEAFRICRAAZMDB LAV, &
ICHBRRELSIZERR, TholBEDI, RAFIITIVAMOERTHHAZRE () OMRKR
ERLIANICHFEET 200 LBETEDAT, AILHEEOT /A MLEEAZDOTH S, Zhid.
HEEEZLDMBEMN T VAL EESREZDLOTH S, BE5EXD (F7AMAED) &R
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SKIIRELINNCEET S, BWLEAZEEIATWADT, FhICHLTWAWLWSRAENS 2
LB R[RETH S L. /. # (10) OLEIIZ, WERDVKEFRTHREZBDA I LT
. (10) OLH5BHBEOHEITE. HAFESIZALS LTEHHIVNHZOEN,. FAFD
BINsTEE. BEFNTTIHED LITFEHRZBLIZHAL TVIS LT 0BANEZD
T, BAWEEZ T ABRRBFATRENBE--TVLTY, —|FNOZEMEFES T i3l
WDTH5,

4. #E W

LERUTERIEEZUHTENLESERS,

(1) REZHODORHADENS I 7OoMBEHLOHDI-EE, BEBHOBSERIIETEH
DBBREOHREZRN - £PLTHD, VAP ETE—EROLTED. HEFEOEMICH-T
TOBEMREELLTIETNL,

(2) (1) BEFMICEORBEOEI A MIBEABZEEN. T2 A MHEOERES
DHD LS. EBEORFHRIZE--TERT S, T2bt., #FNEEZLOYELFRETOH
saCid. BEERDESHRIROELLEEBIZTOIERHMBOREIIRL IZETETIDICHL T,
RS SHEZ S DORRLEIROMETIE. NREEIIZELL W,

(3) £/, TV AMIEN>TEPREETEERETMEIMIZIDONT, REMFER
HOWE L ERMNKERFOLSIIZRAETOT. BRodRIIODVWTEEIEHAENCEE
REBNVOETHS. fiihF. BEfTHEEE L OFESLEBROBSETIREYIIT 7 A FE2EL
THARBIZERTEZ2HDOTHED, COHBIIDONTHOMLDERLERREEZ 5 LIIETD
BilLo—H8okzZz2BN TN,

LEDESiIzEE®HENS, 2FEL. £FBLELIIC,. ZZTOER FOEKJIZEHITES
REbOTHD, . COSELHEREAEZIVEOEBROREHCI L > TEfTTWLL &
ENHBEZLEMTIMATEL.

X

*FRIE. 1997108260, EBRZFAXETHMIAN-BEBRESEES(ASFLIE AL TOOFTREIC
i - EEELEDLDTH S,

1 EIREF BBE S 38 (systemic functional linguistics) DHEEDRIBD 5 5. “transitivity IZBT 3 H DI3HE
B (1997) 24 5.

2 Langacker (1987:145) 3. (BSEMOMENAZZN)REOMRKO 2 DDA F EL T BHOESE
IZ# > TR A D [E#HEE T (sequential scanning)) &, £HEZE—# - BT R 5 R #MEE (summary
scanning)] E &ML TWS, (RETAE (199%) 1283, ) ChRFEO2EEORI S THEH,
ASICBUA2HED 1 ANBRLE 2 ANBEL L TRABES EES.

3 Halliday (1985/1994) OFHAT. MEOREHEOME L L TIREL TLWRLHOOXERENIZD
2. 58108 T iEAYEE M (grammatical metaphor) D i &5 H 72 F B & L T Ak (nominalization) Z %1, i
D TEN-BECPREVBEEBOE/ Thing ELTEVWHEZNSIAREARLTNEZILTH S
(1994: 352-353) . 78, AE{EIZ D3 TidLlangacker (1991: 22ff) HEROBEAA TR SHAEMNIC
Bl ORISR ERML TS,

4 Heim (1983) 3. MEEZHMRTIENOBDI THEFRIThETICSEAShEHRE 77TV h—
FICEEEDH D L1113, 'file-keeping metaphorE VD FAZFAL TWAH, ZhiZEBicEHHTHE
LTWha,

5 ZITR, ERNERANSRET /A FOER - B E2BHL LS EVWSOTHH-T. EBEER
B (register) | DEAFICHETWTRZNERLOWRIZIIIBA SN,

6 Hatch (1992: ch.5) REEMNLZT 2 A FOBERIZDOWTHBRICELHTED, LTO&Y 1 Fizon
TORASBZHicRT<.,

7 ‘constative' & V3D FEEIL Austin (1962) OHOT., EMTH. HAEER TS, D2EDHEIEANMS
MEMS ZENTES, LVIBEREETOXEIZHN TS, :

8 EROWBEFI/AMTR, 5253878 T. SECREANDERETIRENELAH,. Zhidkiz
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BRSERNREOHFMTHS. LAL., MERNCRAASOEBTIRINEMEIZ L,

9 BRERMESBVLORB/ETIE. rderentid (BROBIERRICEL > THRINSTOERBRE D)

TIAPLDBOIZN, ZITRERPLERR[ONBL L THLTVS.

10 RMThEMBOERSENTNEALCLE, ACEEETHME FICEREZNS L AEDbTIV.

BOEEERZ. MEFORLOHVA, BFEOMFFICESEZNS ETHETZ A b ETIREMINIZLMN,

HEHEFMTF VA POFRNOPTHURD Eifonin, SEOEE (opidiZzo D LEBSICIIMNR

THIENTEIMAB LGN, ZOMEZHOMSICTELLBLREW,

11 LEORBETLIELIE. Mix the milk and sugar ... Heat the mixture ... EW o EFNRENS, ZO

the mixture i3— Rthe milk and sugariZ T 5FBH O T -3 L HBA5M TTICEATALE

SO, ThRREBOELLZH > TLUTELELAMRICHTIUL S conguent B ERTH- T, #
(9 . (10) EREMICRESIDTHS,

12 EROBEEEDME S, Bill Gates ... the president of Microsoft ... the richest person in America & W35 72/X1)

I—=2arMHDALSM THBillCates & S APOFEBESFIHELEENTLRITOL S5

35, lROBES. $5VWREROPLERRTIBVERLEVRAZFSRZVOTIRR LR

RS, EFRA-ALTRRVERITHONIBNAS DLWV I T LROEN, INSEERA LK

ETHILRERTRL,

&30k
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'Ideational Cohesion' in Discourse Development
and in the Classification of Written Text

Katsuyuki SATO
Mukogawa Women's University

This paper examines the relationship between the recurrent fugue-like pattern of textual development
and major types of written monologue texts.

[ examine how initially presented information is collected, condensed and capsulized in following
clauses. This compaction is expressed by co-referential nominals. Identical nominals develop different
semantic configurations as a text develops. Consequently, I argue that textual cohesion cannot be
adequately discussed without considering ideational representation, specifically for 'successiveness’ and
'constativeness'. Successiveness concerns the degree of change or changelessness of the putative 'referent’
in the extratextual world. Constativeness concerns the variety or uniformity of expression of co-referential
items in a text. These linguistic patterns produce the four major types of written text: narrative, description,
procedure, and argument.
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REBICBITSEDEEE
—RIRERBEEERICB (T2 AIBEEORES NS DB —

o %
L Elv

1. IU®HIC

N F— (MAK Halliday) ®OEMRET %#ERAFRBEERE Systemic Functional Theory TH3.
NG M 577 2 b3, BEMEER) ideational HEEE. X AR interpersonal HEBE. 57 A k
B LR textual EHED 3 DD A ¥ HEHE metafunction ICE TWTHBZENTWAEE AT 4L (£
MO BIREF M system network 0 5725) 2B HEkE, E#k - CGER. TREAE &K
BORRERENS, ATV ALOEBERIZEHS T, IR EBERIIBRINS AN
HEEROBWRBEITIWLEFOEY THAIZIN TS, BB L IRRFEOVDY
HRAMBERELECASBETHD., HAMBESZHEEREFON AMBERK (WL, 5
T4—, B, %) Z2L0X5BETHD. 77 A MERMBREEBREOT VA FE2H
RTA5HBICHEE R —BEE52. SVARET VAR S LOSRETHS. AT
ENHITAHEHOEE themeld. 77 A FERNEBIEICR I S2bOTHS,

BINARBERRICBLWTABOHOEEIIOWTOWEN, EBAFLOEE MRS
4 & L TERBMIZHY Sh/z?id, Halliday (1967a, 1967b, 1968) iIZBWTTH B, NI F—IZ
IAHOFEIIODWLWTOMEOL EIC-s0E., 59 A (V. Mathesius) ZHLHET 3
75— ERFRIZEL > TEM I N TE/-#EEA M B Functional Sentence Perspective (FSP)
BB EE—ER theme-theme B THS % LMOLAEHNS, BOEEDESAMEIIDVT
BeFPOREN)T—O/ICEB/LRVWHAR SIS, v 2R, o [ (TTI2)
HehTWwah k< b FTOHEORREIZBWTHSAZHOT, FIMLGELFENHIT
b0 LEBETHDIZHL. N)F—IZ, COEHEORIE L SBEEIZBEMNICENL. @l
FHEAHHFEERE VWO BBOREFIChhbsdbOLEL, BEIFIVWDOWAHOAYE—O0RSEE
LTOFETHSELE, FLT, BETHCO-ASEOBREIR. ThoMERXNhA 50
ERIZBWTHEWLWEHLZEE2RLE. Tabb, HIAHBRORSIE. #iE WS EBAYEAL
THZL., FEHRESOREEZE S E5M tonic 234 U 2 EF i tone group & V15 HiRA BLfL
ThEIN50IZHL T, FE—ERETOEMAMEZEE LT, FEOBEIZHOMEEEN
HAICAEBENS2ZETREIZNAZEVWIOTH S, BIREZRBERGIEE ST, XBOH
OEBIZOVT, ZONYTFT—OUBEZIHLTNVSY,

BEIRERERERRICE DS I EITLABAGNICHMOMTEORNT, 77 A MERMEREICH
WTHERNUBISIZHDI0FEEVWSBEE. FELZBALEDIDELR-STETVS, I
HMHDHET, HREOM THLEEIZIDOWTOK N ITEMAEEZENTL AW, FOFK
Bo 1212, L2 NWNUT—HERBIR>TWAEEIIODWTORREHFA IcoEEL-
THEHNENTLREBENESHORMIZH S LS IZEDN S,

LLF. 2T, N)F—IcL5H0FXEIZOTOEZHFEFOBEMEAZ2RT. 3BT,
BN EE I ANFEOBNZBTET5T0MEAORRELIERT S, 4TI,
FOMPRIIETEHSHMAENTEOAENOERZERNT 5. 58T, HFEOF7 A b
FEpke) EREmEL. o A EEMEE, BaMkMEEERICBIIA2HEORSNIETHIZIDONT
ML, FAMHEHOFEES - AENZERICHIHROB/HIZTODOVWTHETFOERETS,
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ERLLTHE, HOAvE—CORBELELTOTZTEOAE A LS AA0ITE. 3OO A
REDOBHNFTIRTHELEZRUS, TLTEOLLSIZ. MEMNICIE. BB ATAETY A
b OREEF MRS U TR SMRAOREE. A 77 2 MEESEEES 1S 300 R
SRENGFETILNI BRNERBERROFEORUMERT I &ICLzN,

2. NUT—CELHETEDEREHBICHrIDIMES

N F— (Halliday1994:42-48) X hid, #BOMICEWT EHEOMEZES 'bDELT
BAMICRNSNSERD. HOREORRIZEI->-TRAZLEINE, NUT—R, HOKTE
OFGEIZH L THREMIZER TN 5D F D B0 8 unmarked theme BEXEZDEFDLSITE
CHTVS. (1) HOBREVBREOHRS, HEMIZBRINS0IE, EB/ELTHRET S
AR, (2) yesnoREMEOBE. BEA ORIOIE (EMHORET) +EBEEL THRAET
2%4A. Q) whEiBEOHS, whEEMZER L U THREY 2 4690 B F R 5.
(4) youfpiEOBE, BEE L TRET 28HF00. BEOHREIL don't+Byida. (5)
you&mefy FiEDHE. lets . HEDOHEEIT don't+lets. (6) MBS, MEEREE L
THRET S 4M1 @, LWSZETH3, %h%ﬂ&ﬂﬁHTTT(iﬁmﬁﬁEﬁﬂ

TWAEEINSERIKFRS) .

(1) The hunter shot the bear.
(2) Did the hunter shoot the bear?

(3) Who shot the bear?-What did the hunter shoot?

-When/Where/How/With which gun did the hunter shoot the bear?
(4) Shoot the bear.-Don't shoot the bear.
(5) Let's shoot the bear.-Don't let's shoot the bear.
(6) How brutally he shot the bear!

NUF—IEhE TEFBER Ave—CoRAEBIERTHD. AT M
THMATH D) ", TEOBENLEDISICABRIhA M, EBICE-TREZBENS
S5, FFETIR, HRICKEZNH2EENTFTEOREEZES, LT, TEHOBRLELNLZE
BRI, NUF—=IizXUE, TU tell you abour. . 'DED [T SRR BEEIZ~IZDVWTIERAR
£9) THSH. L7zH-> T. Mt Fuji is the highest mountain in Japan. & The highest mountain in
Japanm is Mt. Fuji. £33 2 DD, BRESAvt—CoERTRODEEEEZE L TNSI L
IC/2%. 20, AIFOEXEER ZhnofRiBSAEICETLUIIOWTHRAET) , #HOE
ﬂii [Zhdh s fiEsaicBET—EFRBVWWITOWTi<FE T ) WS EKIZRS, NYUFT—

 FEOBEROZODLESBESADEEROEFNEZLOTHEELEIAT, AEOEE
mﬂmmmmE#$‘Lﬁm&ﬁﬁﬂﬁﬂﬁﬁt;5$Emﬁﬁ%ﬂﬁ§#tmﬂﬁ&%UT
Vid.

PR ZEOBH TR, ERoEED, BIRENIIRRINZOFVEFEOEEERIZ. FBELT
WETIEMATHLLEINS, ZOBE. HAMBEIIET28EZEHLLLICARTS
FBER (G@E) A, ERFIZ, T2 A MNERNBEICE T2 EEOBEEZDE-STVWAZ L
12725, TOEIIZ. MARIETH S (8GR I2hhbBEEE. 77 A MERNBEEDE
BRTHDL2NS (Thhsliddhic~IEonTlRRET] I2hhbSdEEOR S OMEE
2, MOE—OBREENES LS50, N)F—0ES5LBD,. BREZ L THAMNIZE
AB. TNWXIZ, ZOLSBBEHROFEEFBOBRENRU O ILNEETHZLETEOD
3, BHRERIINZ-TVWHEEZZ2h B LN,

LinLiahis, EENFEUNAOBEZHSERLEUO<E, ThhsRRBHLEII~
IDVTHENRET] EWHFEHOIOEENTEREINZ3HDLEOMMDDASITHTIAL
ZENGhD. FIAE. kOBXERTALS.
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(7) Brutally the hunter shot the bear.
(8) The bear the hunter shot.

(9) The gun the hunter shot the bear with.
(10} Him the hunter shot.
(11) Shoot the bear the hunter did.

NIF—izdhid, Zhe o TEEOMEZHE-> TWA0IR. (7)) T30 adjunct D
REZMS EFE, (8) TIIMiA complement DHAEEMESEFE, (9) TRHEERADOFBEFED
fiEOWAEZBE S ER, (10) TIIHE Tl BGOKEZESEE, (1) TIXRE+HHE
OWEZHSEETHS", £ N)VF—RBIOEFTHEEOESWAETEES (1994
44-47) .

8) ~ (10) Tl AFEHNEBEORELZE-TVLWAODOT, Zhh s REIC~IZ
DNWTHERET) LS5 FTEOEENTERIELSLDEESS,. L L. aFALAOESE
MEBOWEEZESEEINS (7) @ brutally % (11) @ shootthebear IZ., ZHhSHEIEH
BIZIZ~IZDVWTHRET ) EnS5FRZITHROIOBRMDOBRNENH D, & DT,
PR LD TS T SMEik, #lAId (6) © What tremendously easy questions you ask!.
BRELBILZ2FTHEROBSICE, COEANESNLETEOBURZITERIDHH I LEHITP
FulRETH A,

E6I2, (2) ~ (5) DLHIBRFRELUNOREOTICED E, ZORMBAICHOMICEHEE
12725, INSOEMOEEN [ZNMSRRBBREII~IIOWTHERET) THs L7501,
EQIDIZHBEDITH, FoLKAUAETHS. TOEHN. NUT—1E. TEORRD
HEAT., [ZhHSRRPREII~IIDVTHRRET ) 2FHORENLBERTHEHELT
RARLTHERNS, TP iz, BBEEHFEOHROTEOERIZIDOVTIE, SikED
HMOFEOEWREIBZREZI2HDERRELTVS,

NI TF—izd&hid, EMEOHTOEXEOREANEKRIZ, BLERRTEAIE. 'Twantto
know DXV TRR~ZHDEWw) THd., AL, 2FTETRRRICBVWTETEZITELREBHT
HEZz7Ta20NED, BENICIE, BALHIAHEDZEEBLATARLWLWEWVWS Z L 2HEF
ICIEATWADTHS. IDFLSEBAR, BLATELWIEKEER2DOREZ TSN
%, yes/no%EMikd i Tid. 'I want you to tell me whetherornot ' DF D [BhiddHizizic~h &
D2MBLATEL W] THO, whEEBIEOE T, Twant you to tell me the person, thing, time,
place, reason, manner, etc. ' 22XV TRESBREIZENN,. Fh/ /BRI / Wo &/ ¥/ &
DEIT, BOMLBLATERLWY) Thd. XETH. EH550@BOHEBTSH. EHEMLAD
FEWEB->TWAIEICHMBRIIERNALRSTEHHIC 5. yesmoSEMEDOHTIX. (2
DEDIZ, BHEEOMRERTHI2EMHRETTHD, whiEMiZEoEHTIE, Q) XS5, *
. #hER. @iz EOWEZESWhEETHS, N)T—H. EBICBT38MH0-0
EORMBEMNHBEIZIDOVTOFOLSICEXTWS (1994: 46) .

THhOXIZ, EMER., TOMSNEEA ICBLWTEERRO FEZABELTVWAOTHS, H54
EOEENHRIZ<DHENVNION, XBOSNHBOBMTHS, RE¥ IS RaNLEEAE 2I2HM
PHHEEATH22Q A, I ERNTHEORBEZHONSTH S, BEHIZ, HME2RTHIRUT
i, EHIZLENWEZEZHMICHE< S WIHIRRETIDHUHTIRZV. BECERNMERMIZE L 20N,
SEENER TN SRUNLNY - O THS, ZONyY—it, XEot#Hs»O—8iciz->TED,
BEIDELITHE->TLAEMENS &, KBFOHORIOLBICEESK LOBERAFSEhTVS
NoTHa, EMBITEMZEDT. LEM-T, HEOBALZTEIZ 238 E0Z&:28LA
THLW) THS. ROSNTWHEAR. HHBEOWHR), BEOEETHD. TOEDIC, FEM
FEORRIZE, E0L5GFANKOHSNATVIONERTEIHOLERELZRIRL, ToEELHHICE
BT2Z2HHBELOTHB,

Thbt, BEEHIC B TEHRETFOAWhEENGHHEIC< 2013, HioAvtE—T2EX
SO EEMLDFEEN S N> TRENIZ T BBRNHEEESOTHS, FLT. N
T—Id, BEMIE T3, After tea, will you tell me a story?. The play has John see?. In your house,
who does the cooking?. The play where did you see? R X IZHB1I 2L 312, JOEENFEDE
BELTEDRNICAEBEINE MR EL THAICHL., EHBRETFEWhEEE LS BED
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T ABHRRAZLORFOFTEEZNHTFL SO 2BVER NS 2 ER<TWVWS (1967b:
214, 1994: 46-47) .

NI)F—0, BMEBOFEIZOVWTO ZOLSEFRTMEICZZDIT. MEERIZHD
DLIERRIEFLEBERDSS, TBEXOBN TH S, KIFETIT. yes/no 8B T Hwh
SEMETH. RMZEORENERINL2E-DICRBOMRERO S hhhEiEoliEsabh
Uhidiz 57svy, AT, The hunter shot the bear. & The bear was shot by the hunter. @ 2 D D
BEICHE T, EBROBAEEIR. A T2 the hunter. %% Tl the bear M- TWS, ZD 2D
DR, BSMRAEAEIZ KT 2 @M ransitivity DR TREICENR TH 2. Thbb,
TN HWHEB material process T, WP process (shoot) &8 5HF participant TH 5
fT#% actor (the hunter) & X% goal (thebear) 5725, L L. fTAEELNBRODEE SH)
MHARRREICR T 5 EBOBEZES L, FTFOEELABOAvE—JORAEL TH
HIZACE SN S-0IZT 7 A M ERHREICR T2 THOBiEEZEY R BREZN 20T L 5.
BERS, BRAERRERROESETIE, HoNEOMRERE HFAICERE X h5-DICiE,
FHOWEZFS I NRTEIRSRVWOTH- T, EHEOREZMHE5IHTH, HiEICRE
SNHERAICBRSRRVWHSTHS. LML, TTHHEAOEBIREZHZVUIE FHo
WAEZHED TR TERWV, DFD, EHROBENNEINEEDICIE,. TEOBELESE
ROBRVHRLB->TWBOTH S, ETHiE, Did the hunter shoot the bear? & Was the bear
shot by the hunter? D EEOWEELT, TNTHOBHOEMERIET D did & was IZ& > THEbHN,
TOEEOERN RREILEEIT~NEIMBLATHRLY] THidEVWSDIE, FibizER
L72%, BOEBVEEORELZESEROFAEZINEE L TWAOAE ST, BEORIREHL
POV MRSTEREZHSERNBREZNTVLARTHH- T, I TKERZIN-TEESE
ERGIELT, IOEXEEERECNICOIDIBEROGFHEE2EIRT 01, REMIZCFBLT
WaksicBbhs,

ZOEIRREBAFEL T TIARAEOHOBSIcbR NS, TENEBUNOHEE
EROSBREBUDHELTHELE (1) ~ (11) TH. thehunter AEROWIELEE-> T
A0, EBERELTRRZN0R., FTH-oTFNATETEHOBEZESERE L TBIRX
nEMhsiZ@EhESRN, ZoBEL, TTICRBIRIN-THEERE the hunter ZRHIZL T,
FNThHOFTEEEOEEZTERT 01, RENICFBELTWLOTHS.

N)F—DEEORAICBT 20X S5MES OFER. HoXEWHEOHMIzETS
HEDBEYUTHDLBBALNVWEBROERTITOREN., WEFIZEZDVWTWANMSTDR
WhEFBASNS. N)T—3. BIRARBEERICHBITS2EHFOHTOEFREMEE EEIZDON
T OEAZFEIFF T & S Halliday (1967a, 1967b, 1968) izHB W T, FEORELEKRIZONWT, £
DEOEBRRICBVWT IMNSELINBENZ IV EZI R 5B E L TWS (1967b:
211-215) . £7, EFEOREIZDWTIZ, the theme is what comes first in the clause &R <X T
. CORERRETHETOEEFDTH S, DD, HETIE. HOMWKERITEHRICAKE
SNAZEIZEST. FEOBEZARFTALI VWS AR Z L OEENZEATH S, FTEHOE
BRIZDOWTH, (1) 'theme' means 'what I am talking about’ (or 'what I am talking about now)' (2)
the theme is what is being talked about, the point of departure as a message. (3) ...'what the clause
is about’, EWNS=MHOERB TSI TS, Zho5icid. MEE 58N about (~IZ
D2WT) EWSHBOIRENRTENTVAS, (2) O#E¥EE the point of departure as a message
3, RETHOEEOER ICIN o TRBTIA2EETHAY,

NIT—OEERTIR. COZ3h5, FHEOEHEICREII ~IZD20T (#B~R3) | &
DAy E—PDER] £V 20082 MHEASEINTRRINTER. Lib, Hih
bREILEHRABEOEVWRATHEMDLSICAVWSTES. # 1. Halliday (1967b: 212,
213) KBIZDOFOHTHS (MROBMS L. XXxoxExr?) .

(a) In a non-polar interrogative, for example, the wH-item is by virtue of its being a wH-item the point of

departure for the message; it is precisely what is being talked about. (T###)
(b) We can therefore generalize the concept of unmarked theme as the element which the speech

function would determine as the point of departure for the clause. In non-polar interrogative this is the

wH-item; in polar interrogative and declarative it is the modal constituent, that containing the subject,
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and more specifically, within this, the subiect in the declarative and the finite verbal element in polar
interrogative. These represent, in the unmarked case, 'what the clause is about: . . . (F&#$E®)

LLIEAS, T~ZDWT (fx3) | & THOAvtE—0A) 1. Downing (1991:
122) WEDE DI, UoLTRILZLEZEWKRL TWAOTItEW., BE, NUF—it, I~
IZ2WT (Bx3) | OBERIFESEEDNIFHAOED TIT THD A - wtt—IJORMH) O
AEANSENS, FHOERD 2 DOEizhh baEhZ2RETWS, FaE. Halliday
(1967:10) IZ BT HDEDOHITH 5.

(c) Thus the theme is closely related to sentence function; and the meaning of theme as point of

departure for the clause as message is further reflected by the fact that it is very much rarer to introduce

a marked theme (complement or adjunct) in an interrogative clause, where the question point is itself the

point of departure, than in a declarative, where the subject is merely a way of getting off the ground. (F
EE)

a5, HOAytE—C0ER] EEBHITRRINS [~IZD2WT (BR3) | OFH
BETH, NUT-REEOEBICBI2ENZRE TS, LO3IE (a) (b) IKBAT
V3% what is being talked about & what the clause is about IZHBEWIZ. FLTED2OE M
what I am talking about (now) EIFBHSNIZEHR S A IRLE S, (0 EELCEBOI EZ2RAT
W3 (b) KEWTELWELAWLLHNSR, ~IZ2WT (Bfx3) | WS BHRMASHED
72 <iE\) what the clause is about #BE T3 > T. Iam talking about (now) %> what is being talked
about TEZHAVBDITIZIZVWAEVWDTH S,

NITFT—DEBOERIZBIT S ~IZDWT (BR3) | & HOAvE— DA R
W3 2DOS ORUD ZF DML, Halliday (1967b) & Halliday (1985) & D, L T#ED
KATAR T3 % Halliday (1994) L OMICR N5 FEOREOELICIE->ZFD EBhTWS,
Halliday (1985) & Halliday (1994) Zt# 9 5 &, (1) the Theme is what the message is concerned
with: the point of depature for what the speaker is going to say. (36) 7%, the Theme is the point of
departure for the message. It is the element the speaker selects for 'grounding’ what he is going to say.
(34) IZEAS5NTWS, (2) The theme is the element which serves as the point of departure of
the message; it is that with which the clause is concerned. (38) (37) ZZE®E/4 L. (3) the Theme
is the starting-point for the message; it is what the clause is going to be about. (39) 71 the Theme is the
starting-point for the message; it is the ground from which the clause is taking off. (38) IZZ A 5h
TlW15, Halliday (1967b) IZ BT 5 EEDOER L LL#T 5 &, Halliday (1985 Tid., [~iz2W0
T (Ex2) | OEHSAED S5, X 512 Halliday (1994) Tid, £hM3Sic@wmd o T T
DAYE=—TDRR] ~NEERL., VDT 3) TR, T~i22WT (GRR3) | OFBKH
HEN, ERO2DOOHAAWMALED [HOA vE—Y DEA) IKINKL TS, 51T,
Halliday (1985: 158, 315) & (1994: 179, 336) TH. WO Avt—LOREE] LOAEEIZBEE
DHLEEDEBNZDONT, TEEHEEE., AvE—COfBIT. Thbb,. BEOEHNT
NZzLDEKFHP, TN OKDEZINTWARROOIFIVARE, EOLSITBRLT
WEHERLTEDY . EEOBRRIZ. BiZLicsnbh. 57X M2koRM (R
THDOTHD") &, ELS5RBVTHRALCEBTRRSATVS, TOLSiC. @ioFEED
EROERIE. 5-oE57 7 A F2EORMIZM 1D 2 HiOoAvE—J0BE) KBTS
TWAI LY NE, WDW3, 77 A MDD TR OH L method of development '®) ~DHH
TH5,

FTEOMUBOIN ZOLS3BEEL T TRz D ST, TTIRRELSIZ, B
DOEPROEEARFRIZELSE, N)T—REL (~i220nT Bx3) | OFSERIEICELH
LTLE-TELSICEDN 2. EBRDE I A, Halliday (1994: 38ff) Tit. €#om< £HE
DEFRN EEEE Avt—CORRELIEETHD, HiHNEshoHTTAHETH S
EDEDI THDAyE—C0ORA) LVITKELTEINEDIZHIDNDST. F0HED
HATR. TTITERELSIC, KEMBHELRZIhAZVWEZIC, BES2VIZEALBIO
FTEOERIIET< ATV TOEEIRBEINTVEDOTH S,
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3. WMENFEOBRE

TNTER., SFRERLELI BNIF 2L 28 0EEO R EBRBHIZH LMD 2RENF
BELEOISZMRINE, FEOIDRYREDSEODWNTESETHAIN, =7, ME
DR ETZ> TWHEGREIN ST S 2 L1235, The hunter shot the bear. & The bear was
shot by the hunter. @ 2 DDOEHIOBEERMRIT. TTIZRAELSIZ. WFhbBRPERLB5E
ROTRELMAENSRIPEARTH S, CHhoDEXE2BEMED L ITRBT20 55
VREMEOHRMNZ—BIZTINESH (OFD, RBOZEERLLTENhZESIZTS
MESM) ERETHDR, FLALOHE. BAMmAIBEOERI T2V, BRBKOE
EMOBRIZ. MEMEEZLTIORBRTIIZ< T, DLAARTEEENLE L TBEE
RLRRERDPTOPEBIRU O WHESFREOL S BERICHEOTH S, Z0LS
RBEMEROEZRZHOREME TRBIT 2482 T30, FLLTHANBIESLTZ 2k
FERMIAETH 5. B TIE. MANEEEIZR T 28EORRIZL-> T, @HEREEEEOR
BEZLOhBLRLD, BOEAICIE. FBEEHOBEZHSEXEOEESHMIC 200
PRESNS. DED, AFEORSI. B LEHOBEZESERE bERL, fikk

(BSED) LEMEOBEITIR, THEEMHOBELESEELL L, MEOHS i+
EMERET) REFOBS EHERETER tVWOREBEFICARINhS",

LL, BEEROIBOENNERBOBEZES>NERETH013. BaWRBED
RRT O N ANBEORTI THAWL, FOflOLS I, BEMEOBS5HIL. TA5F (the
hunter) THIM (the bear) TH., FEOMAEZRES Z LN TELBEMEREE B S TVS,
LirL., RRIZEBOREZEZA 2011, FTEOBELZAS HICHBICREIhIEEST
Thd. TITEY. BEMROBEERO Chh iz EEOREEZEDERTNIRS 20,
FAE. PEBETRITHEN MR, THER TI3FHF (The hunter grumbled) . [ EE&
& mental process TIZMFEH senser 1B phenomenon ( The hunter hated the bear. / The bear
was hated by the hunter.) . FEE @2 verbal process TIZF F # sayer M Z{EH receiver DEFNE
verbiage (The hunter told the villagers the story. / The villagers were told the story by the hunter. /
The story was told to the villagers by the hunter.) . BfRi##E relational process TI3[FE#H
identifier 2\ #%[715€ # identified (The hunter was the murderer. / The murderer was the hunter.) &
S VIR carrier (The hunter was brutal.) . 7F7EiB#2 existential process TIZFEFEH existent

(Three bears were in a forest.) T# %, £/, (9) ®X Sz, /hi#minor process (mini-verb)
ELTORBEAOMES. EMOWMEEES Z LA TEZ5HA (Someone must have slept in this
bed. / This bed must have been slept in.) 2% 5, ZOX DIz, FTEHSHERHEAEDEKZEM
CIRT S:8RMERDBEERD 1 DN, BOAvE—VORAOERZILTEDOEEEL
TRBRZNZTFNERSEWOTH S,

EEL. #BTR, BEVEHINS T ARZEMORE (KE, B, 9l §80
FEEDOESCRRERZ EIThh DAL ENMENER) 2R TBEMEKETIE. BRPESEDS
TEHERVFELBVHOP, BEERL L THRELREE2SDY 1 TOBRERIZBW
TRERENFELZVDHONHD, ZoLS5BEME TIZ. FEOBELE NS 2EEN
B, ZORE, HOREEZARTIEDOEROFEINTH 5 EEOHBEID. BOMROR
REOE®RERIIBTI2BERLEBTHE<BEREOLRN, DENESBRNEERNETE ST
ARREEIZ DA DDIERICL->THDONAZ i/ 5, FAIE, It is raining. - Did it rain
yesterday? - No, it didn't. , It is cold here. - Is it cold in your room? - Yes, it is. . What time is it? - It
is eleven thirty. - It is very late. . Will it be safer there? - Yes, it will. # % 2 |3, It seems that Jim is
not around. It is difficult to locate him. L EIZEFFEND it TH 2., ZOVDWIEATHO it DT
Dit LFENDERR. ZOLS KREORBEO DT 1 LB ARESHE D B okZ=MIz
BIZEXRTHD, EBOBREZASFITORILABERVNBOTHS. ChoD it id.
ﬂﬁﬁﬁﬁ?ﬁl:ﬁ'ﬂ'éﬁ%ﬁ#& LTOZXANRWEDIZ, FEOHMEZES TN TER
WOTH3",

COEIT. HARBEICRTI2ERB LT 7 A M EMRMNEEICRT 2 EEIIE WIzEEIZ
WD TWEMN, TO2ORUDLKAMREEL T, B2l EITRT2858X0% X
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MATRBDTHD. LML, EAKD it PFRO it EWTNL2BEOBSIZIE. BEME
DBHEFRTIRRWV. LEA-> T, BRaMkiieoBkEm T, TEolE2E>BEx s
LTERSNSZ L1d7aWw. ENTIE. Itisraining. - Did it rain yesterday? @ & S 728213, A v
C—COBRELTOEENRES S BVOTHAI90. BAR. 5. ThHs. BT
EBEABTLERNTFIIRBEINA00AI1C, HEOEREZODLOBED A vE—ORA
ELTORFZBZLLTVEEFEAS, ZOLHMENES EHIZ. LRoBSMRMEGE
URTHB5EROZA B LETAFHFEENEBSTHEE. HOMTHBOREZHOT
H5. WHICHEAE., CoOZERAOEEIT, BaMROmEE - ARIEREES LD B2 Ok
EUZAnDOLS5EOEE (LIF, BaMRATE. Y ANFTEIEEEL2HVWLEELH2)
THD, TNTHOAYREEMNBRZMIZBNVT, HOoAvE—ToRAE L THEOES
B2LTWSEEASNS, FIAE. It is raining. DLSEHOFEMEIZ, MElzhhbBHA
MEELZTTHD., BRED (Chh BB HEEIz~IEOnTRRET] 2nHBEBHEOAH
MDAy t—ORAOEEZII/- LTS, Didit rain yesterday? TH, EEIIREICHMD
DHMANEELEZTTSH D, yes/nokElED (BB SREIT~NEIDBLATRLL] &0
SBROADVEHDOA vy - ORAOEHZ1I=L TS, FHIZH L T. The hunter shot the
bear. % Did the hunter shoot the bear? DB &3, ThEh IZhhsBiZshic~icoW Tk
NET) & HRRBLBIEIZ~NEIDBLATHELYL] VWS EERFIFANTEEEL T, H0
Ayt—VDESOBRBIZIEZELTWAEOTHEM, ZZTlrE 512, EBHEFE the hunter F
B EEE L THOA vy t—CoRBADHEBZII/=L TWS,. —7A. The hunter shot the
bear. & The bear was shot by the hunter. IS IZIZ. HANEEIZ. EB55d [ZhrsRiEH
BIZIZ~EZDWTHRRET) THaTnED, B EEoEiEIL. #i1#F D the hunter.
®EF D thebear VI EWEHIC L > THLIOATWADTH S,

FEE, ZOXSITHLAORIZEAY BENAERZHICS DDITSHh 52—/ T e
ThHETHE. N TFT—0FEIIMAT S EROREAFEIL. FIEMEEINIZEizks.
Thabsb, ThHhSsHRBILBER~IIDNTRRET) LS EKIZ, PFRBOAYE—
DEFRELTOMANFEEIZIOABREZINDZ LIZEE0OT. ZOFEKkE 2) ~ () &

(7) ~ (1) TBIHFTEERLMFETITH20EN <D, FLT,. TEHOEHIZBWT
i L7, DOLWLWAEZSL ~I2D0WT (Bx3) | OfRE. ChTEoHFERhaE2%
SOTHA,

Fh, TOUABIZETE. N TF—0FRT 2R FGEOHOETEOBIEIZA D DAREED
AT LMESI NS T &2/ 5, NUF—IE. Shoot the bear. & Let's shoot the bear. D & 573
M FEOREAFNIZERIL, £NEN I want you to do something DD [FIIHRIICHEEE
DZEEZLTELI & Twant us (vou and me) to do something2 £V [FLIIRE (RL& Hixs)
ICHEIMEDZEZLTHLYL) THD, ZOFEoOWELZESEER. METHE (XH+E
AR EN:) BETHEETHD, BETR s THHETE, FTEBEEE2SUMSE
DEEOEEZHH DI, TFNFNOY A1 7T, don't+ihiE & don't+let's THBLETS, “h
SEEROEEDOEEZMES HDTH-> T, Don't you shoot the bear. ¥ Do shoot the bear. D &
QIZFROEEOREZHS> DL HELET S, choFEOEEIZ. FhohsaEiodit
BEERIZMA T, MIFHKREHRLZD,. Don't shoot the bear. & HBHRIZEFWMEDOS> D
BEZRIE-E2E®RNETNZLEEINS A7) . LHL. N)TF—ORSHOEEITOWT
DIDEIBERIZD, BEILIERENEBOBEZESI BRI TWLEOMEWNS, B
EDEFBOFEICHDDOIMENANEL TNEDOTH A,

EOMEZRRL L5H,. HOBESHWRNEED BHEMicBLTIE. ARERIZDE
DEHOBEEERENGFELZTHELRSEWV, Avt—J L TOoHOBREOEDIZIE. F0
BHERNTEOBELZESEEL L TEBIRXN, # LTENWAIZTOERIFHBORED
wEZEBLHEIOTHD, HBICBITA2HER., FXIZZ0FBEEWSBEEZFOETOREIC
BATWS, BURED TEE+EE) . BMEY F4:.38 . TLTHESERTOER

( THRBENSHICIR, FB-EtE) MEET A LMMBICE-2TWBIRITTHS) 28
RTZZLick->TRABRIhAZERTTIC~~, B HEFELETIL, Wik DE L
Oiziziz, LENST, @agERRZDEDEDIZIE. B2l to BT thE AR
bR EOFTHE (LROFITIE shooter', 771, # ABBEED B2 CIIHEE
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RAFLLTD you LLTRIRENS ) 2BI\L, FOERIZXEOMELEDYE, FLTE
DEEBERIZEBOBEZBDELTNIRSAVLWOTH S,

COXDITHATLSDE, EAHD it PTFHMO u S TH2HZRITIE. CFOMEEZBIRL
LI &, BEMRMBAEIIR T 285 EHITKIMT 5 18 &0 AREEEICR T 580EIC kind
PEMLNVD 2DDOWROITTIZIMT 2EMATFET S 2EDMB. (1) ~ (6) OHIZE-
T ZO2ODMBOEEERTASD L, EOMIZENTH, BAMRMNTIEI. YEBERD
fr## ( (1) (2) thehunter. (3) who. thehunter. (4) (5) you. (6) he) TH3, ¥
MUIHL T, HABEERL. (1) 6) TR (ChhroBBBREII~IIDWTHRRET) |
2) TR RRBBI~MESIHBLATERLY) . Q) TR (Hiddsiakizehnnt, »
N/BIE/ WD/ EZ/BE/EDESIC, BOMBLATELWYL] . (1) T TRARRdA
RIZHDWEDILZLT (LBWT) BkLW) . (5) T TRREE REdll) b
DRHEDILZEZLT (LABWT) LW THD, THIZHL T, EAHFO it PFHD it At
SENDHOB/EICE,. TTITRRELIIC, YR ERMoBAMRNEEIFELZL
CERRD. o, FAHD it PFMO it NEXTHAHTIE. MEEROBEERTH AT
HE (BEIVRENIIEL 2B 5EE,. #lX1F Besilent. ® Beagoodboy. ITR5NB LS,
BREEORRELL) OBRNTERNODT, THEOERRE ORI L IHE L T oM aEI.
THEBRDESATVWI EHanh3,

WML IZ T < BN EEEFEICE TS W ANFEEEBRNTZET, HDOAY
t—YOBRELTOEENKBEOERE—BLERODIZ, ThTENREI5AMETES
CHEVHSRMIES. BEMBT VA MTRTALS.

[F2AR1] 2
But sometimes he was happy, because of his long walk through the dewy fields
in the first daybreak.
He loved the open morning, the crystal and the space,
after a might down pit.
He waiched every bird, every stir in the trembling grass,
_(he) answered the whinneying of the pee-wits
and (he) tweeted to wrens,
If he could “'he also would have whinnied
and (he) tweeted
and (he)whistled in a native language that was not human.
He like (sic) non-human things best.

(72 A k2]
"Where did you get it, father?" [daughter]
"L picked it up.” (father)
"Where™ (did you pick it up)?" [daughter]
"Is it a wild one?" [mother]
"Yes , itis." [father]
“Why did you bring it?" [mother)
"He must bring it.
It's not big enough to live by itself.
It would die." [daughter]
"Yes , (it will),
and it will now." [mother]
"It won't die, father, will it?
Why will it?
It won't." [daughter]
I should think (it will) not. [father]
"(you) Take it
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and (yomw) put it down in the field.” [mother]

[F7Z k3] &
(you) Bring water and stock to the boil in a small saucepan.
(you) Add the escargots and simmer for 5 minutes or until tender.
(you) Drain well.
(you) Place each escargot in an empty shell.
(you) Arrange in a dish or shallow baking tray, shell opening facing up.
(you) Cream butter with garlic, parsely, chives and season to taste.
(you) Spoon a small amount into each shell.
(you) Bake in a hot oven (200°C) for 5 minutes or until butter has melted.
(you) Serve immediately with toasted French bread.

(REMEEMNERIRKFETRTHE, METHOBRSHMENEEOREZE > TS EHRERI
BHEFAPNFHINTRARZNAZ LB WO T, HFillichwhTE<. #FETRELEEEDS S
yes" | 25T T Dyes/noSEMERITIEA /oD OMARWEETH D, but, and, ifl3, HETRT
£ S IZB S ERIREIZ X ARREEIC v D S T2 A M ERERMEGED Bk ZEMIiIz D &
R UCHBFETHS. 77 AL 1D sometimes & T 27 A b 2 DI should think 13, 8BS HRAHEHE
ERMMDOSRVWPES ) F 4 —2RTHO T, HANBEOTEKRZMIZRT 2 EEOMAES
Ho, FEIZhPDOIMANFEOBERI TR TRT. FEZ2RAEHT-DICERBREINSE
ROSHEHRIR. CZITIEERN, )

T2AF1 & 213, DH Lawrence D &SR Adoif NS OHOTH S, Adolf 1, SILFWE T
HHXBN, BEHTOHLH. BREADPIZHR--TELEFThTHLRVWAERFOSE (8
TDHFERBEEKETTFNTIIHOBATAHAREATOEIRDEBREN W) 2H<5, 5
KEOWMBTHS. 772112, VEORARICEBIARBICOWTO#METHD, 77 A
F2i, BDONTEETFIHFIIDONT, TNEKBUTIR (F) LohFToRLCED
BREBRNSTNZENPLHAZEE. TLTEHASTOHFOEHOREERDENAEETIEE
WHEEE T LREOMOMGETH 5.

TOAMIIZBAFEhThoBaBEMNEEE LTOHOAyE—C0RBEOERIZT
AT, he EWHRI—OEROEGICI>-THODhATWS, Zhoid. AEBROS5SERE
LTRSE HHEEREOASRSE - HEBROBRTEE —THheEoTHE—REARORES—
fT@REoTHE - ThiEREoTHE —THEEOTHE —THEBEOTHE —LEBREDORK
HE) THY., TXTETRIZBT Bmy father ZRTHEGEE BEEHE “OROED) &
T35 I8\ 22LT0W5S, FARFELLTOAvE—oRAIR. fENFRETHED
T, TXRT IZAMhSHRREBHEEII~IIDVWTRRET) TH.

FOAR 2B 2SN EEE L TOAyE—0RBEOBHZ2ESDIT. B0
3 DDA (1) youl-you, KD 2 DDA (2) it-it, TDRD 2DOHH (3) you-he. i
8 DOEIMN (4) it-it-it-it-it-it-it-it. D 2 DODEHH (5) you-youTH->T. 52070
JERBELTWAY, Zhoid, @EMROS5ELLLTRAE. (1) T2 THEEBROT
HE-PDHBEOTAE " PEEROTAE) T I4T ILH "HEBROITAETH S,
(2) Tid THFBEROARE-MEEROKEE, T, X568 ([FudF HHEFEERD
HEETHS. (3) TH HHEHEEOTAFT DHAROITAE T, wihsd IRE) At
YWHAROTHETHS. 1) TR MEFEEEROKEE-—PDHAREOTAE - DHEHAROT
AE-PHAROHTAE " PDHEROTAE PHABROTAE - DHAROTAE —WHE
BofiAH#E) T, [TUO9F IR THRAROARELDEEROTAETHS, (5)
TR MHARBOTAFEF —PHHBEROTAHE T, £FE56d IR (&) | "PEABROT
HETH, ThooBReMENEEN, TOF 72052070y ZicBiIaEhEho
FEOPLEMELZLTWSOTH S,

FTHIZHLT, S AMEEE L TOAyE—2oEAIR. T8 (B 2k (8) I
Th, ECROMBLATEHLV]  (Where did you get it, father?) — [Zhh S, (R]|)
[EdH7lz () IZ~IZDWTHRET) (Ipickeditup.) — H (R Bdhil (B IoF
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N, ECBONPBLATELY] (Where (did you pick itup)?) . i (B3 Bdilk (R
M) II~DESIMBLATEHLYL] (sitawildone?) — IZhhol (RB) Bdial (8
B I~ DWTHRET) (itis) . TR (BR) Bkl (RY) zznit Zdkzon
BLATELV) (Whydidyoubringit?) — (Zhho# (B ekl (8BR) i2~i2o20
THBARET] (Hemustbringit) . [ZhnSH (R B3Hxk (BR) IZ~IZO20WTERRE
9) (It's not big enough to live by itself.) — ZhnsE (MR EHkark (BH) IZ~i2D20T
BRET] (It would die.) — TZhM6E, (BB BHal R IT~IDWTHRRET)

(Gewill) — IZTHHSHE (B8 Bl (R Z~22WTHRRET] (it will now.) —
fTZhmhef, (B) Bdialr (W) I2~Iz2onTil<ET (It won't die, father, will it?) —
® () Bzl (@RI Fnht BETZOMBLATHRLYL] (Why willit?) —
rZhn e (R) BHaE @R I2~I2WTiE<ET) (It won't) — IZhhsSHE,
(2/) BHizi BEBM T~ THRAET) (wil)no) . TE ( B8 Bdi
o (R (L) ) CHEBEDZILEZLTHELYL) (Take it — T (H3]) BFdbiak (R
WL THHHEOZEZLTHRLY)  ( putitdown in the field) THD. TITiE. #HA
REEOREZE S BEI KL LB LN, HEEFMOREREZEBAIETNS, FETX
Zid, MEORMAZZATVAODIE, BEALOHES, HEEROFEELEHRETEITS
HILETHS. DAYy E—VOERTHLIBEEREZ TN, TIHNORMZAIREIZL TV
HDOTH B,

FOAR 1 OBRSHENBEOERZEMTIE. TR8) NIXRTOHOAvE—JDES
Thd. FABEECE®RZMTIE. Zhhol (R Bl (H\E) I~ oO0WTHER
X7 MIXTOHDOAYyE—COBEATHD., FREORRIZE > THEIH A2 ARNMEAE
FERICBI 2RI, THBE25A2A] (R) & WREZUSA (BHE) TH3. 77
A1 DBETIE, COPVBOBOVFTHIMORSE2LES5 LT, RENTOERDHITORD
BIZBIARXBOERTH XL EMEICEONTVS, DD, BN EEE S ANEET
LTHARHEEAORBVHRFOMSEICEATEEN,. FREZNDZEIZEST. X8 (DK
WAL ORRD B OBT) 12DV TOREKEMEROBERIBIREIRIEZNTVWADTH 5.

FThICHMLT, 7AF2T12. BB EEN., KB — TFo4F) — I
Rl — FO9F) — TRXH (&)) ) EZE{EL,. FNThoFBE AV E—COERETS
HNEOTOy VEZEKT S, ThTho7oy s (GFEoM,hsR2REOTOy Z7I3HE
LT Z&iz, AMEE (Bicchizhhba ABRHEEEROBRIOMNS) ORRIES
LAIREE NS ZLICE-> T, £o7oy 7RABOBRSEERMNERORRIZ. BRNRIZBZX
SNHRIEENTWVS, BYOTOy 7 TRIRZN TWL 5B ESMRAREKIE. getit (pickit I3
ZIZFE) . —HFEHOTOv /T, beawildone 5. =FHHE D" It's not big enough to live by
itself. It would die."- "Yes, (it will), and it will now."” - "It won't die, father, will it? Why will it? It
won't." - "I should think (it will) not." OHFEDHRNO TOw 7B NWTIE, BEMEAERE L
THEREINTWEDIL., BDOEDIZMIZ. not big enough to live by itself. die. not. now @ 4
DETTHS (272U not big enough to live by itself. DB EID die LIZEFRLCTH 5.
FEZOTOv DR EALOEIZBENT, de BB REORBEODHIZEREINTNS) .

FTOARSREROLIED Dy VNIRRT A2BEOEBR FEBICH 2B TH5. XiE
T, BRFBERI TR THASEOHTREINDS, COT7AOBSHENTEELTOAY
T—-CORBAOEFIR, I XTyuickoTHbOATWS, Zhbid,. FEEZERTIEND
EBEOLEDHERLE, T XTHHAROITAETHS. ZOMETH, TVAL1DOESGE
BUE DI, o AREOERZEMTIZ, TR (LY EDiRitE) 1zl (LEDFIRSE)
ICHARHEOZ LE2LTHRLY] EVWIRLCLIDOFHNTRTONANTEE L TOEHD A v
t—-COESRTHD., fHEORRIZL->THEZ A2 ANHEERICBIT 288X, {7
HERDDA] (LEORMKE) & Taz525N (LYEOTIRE) THz. Bl
RAEEE M ANEET L THANHEERAORE SEoMEICEE=N. ¥Rkxha
EREST, LYEOHIAE WEXBIRSXREZL) IZ2O0WTORSEBENENROBRL
BEVAIRILLTATVWEDOTH S,

ZOEIIZ. BEMEEMER LG AN ETEEZRHN TLZ2LT, CO_HEORZI AV
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BEDERZMIZIB T 2E N T 7 A b EFhTNIBEOEREZL. EWICBHL S WA
S, WRICEGRTL2HOA Yy -2 K EHMICEBL TWS MBS 0E, NYF—it, 54
A1 DO—E#EOHOL D ICHENBREOBSIZOA, EBELTEBET 22000 EE0x
HAOWEZHEN, TOXHEORENERN (ZhhroRBdAaiz~IIoWTHR~ET| T
HEFERLTNEDTHZN, TVAF20HTRELDIZ. FHEOBELE-FBFOEE
W, BHEEOELEAPDODEL, —BLTHOAyE—YORSTHADODEESHEN EEOR
EZE-S TSI EARMND, LT, ZOBESMENEEOTNThORSY. BELED
R EBOPLMERL TWa, DD, FZVZAL2TWAE, 9 28 . #LT
f?ﬁﬂ#J‘%hmEEﬁFiﬁj,%LTﬁHT?¢ﬁ¥Jﬂ&IEm¢®HﬁBﬁLm
METIAMNBRMENTWADOTHS, TUZA 3T, @MSEEVIREORIRD 217,
—HOMOFEOBELZES REFXBEXIL, THFENNCLEFEVWSIEROL ~NicRBART
WIZWAS, MFEARDEDEDHIZIR, BROLNIMCRZOEBEENBREGFEL TV
TNERZSBNWOTHS. DEDENIZ. BEMRNSE%REMcBY 20RO 5ES
ELTOTH»E ([LYEOFAE) ) THs., COEENTHOBIEZEASY << BIRxH,
THUIE > THFIZEBOBEZHEN, TLTFNWAICEEERICES T2 &0kl
3%, COXBEBOWMEEZESITHEN,. TOFVAO—EHOEHIZBWT, BE2BmMEE
ELTOAYE—CORBAELTHE, KFORNE—FEHAAEEHEETWS, Z0L>
IZ, EOREZBRLESE, DEV O ANEEERINL LS L., BEZ0—BL-EME
XABHI1D0FHE,. Tiabt. HOMENEIENEEL TWEDOTH S,

4. THEOBFMELHFHEEOFRE

2T, NUT—ERTH2EEOEANEK. [ Zhh s RRBBEIC~IIDODVWTIRAZE
9] % (7) Brutally the hunter shot the bear. ® (11) Shoot the bear the hunter did. ® X 5 73 %5 #
DERZEHEIERFIZS THHS01IEMEHH S L. (6) How brutally he shot the bear! @ J: S
B (RREE L TRARETH A6 EE L TIR) EFEoFE2E5 L3 h2BEHioMHEE
RIZHTROLORFARETHA 2RI, LHL. 3HOMKT. BESROB5ESE
T SBEHMARN EEEMEIC KRBT A ANEAZERNT S O U4EERL M.
CHUTEST. WNIT—HETHEORENZERELTWS IZhrsfiddkiEiz~izonT
MAET) B, BbEZES (EBE+ESHERET KX->ToaABEZh2 (Bbh3) 0
THDELELASNDIREZENASHICHE-T, FLT, FORMEEZRINL L HH. SHicid
ST ERORELAENICET OV BEHAMRNETEORELHSBEENEETAZ D
BHSMIEok. ETHhE, 2EHTHMEICL-FTEOFEMEIRICH, FLTFLELTE
OEFRELIZIIIhZERMNTAZ B EICL S,

N F—iE, ZEEHE multiple theme OHEAD N T, HOMAKIZIZ. FHEORELESE
SHRRE) (EDDIEOTAAETH 2 ML experiential) 72 BEBkZEfIC BT 2 BB
RIZCHPDOLERVPEETEHEETABEOZLZ, DFOLSITHRTVAS (1994 52-
Bk a

ZREVIBBICBNT, Wi, BLE2LVE<HRLERL OLOBIOMRTELZHERIZOW
T, AMOERO ETFNERETS. "<LT. H@BE. LECL->TIDOMEEENOEZHD
ELTHRRMEZ h3, T74bs, GEPESETOLD, (FEE—EK) THECHESEVL-STT0B
BIhhh2B858E ELT, HHEMABARLEOLIREREETHS. TER G-I DAER
i3, EMIZEIMESTINSOBRRBENLTERN 1D, LA 1 2FHSENTVWRENS T ETH
2. AT, HOFEI, BHEEXRMAEELBEPEEOVWThATHIIBRERTRDS, F1s
DILEEWRT S, TEBELES LB5EXRIT. SE-NELWCBI bW (3EE) -13FH
HTHO0T. FMICHT58BRMRNERLZEENTE WL Si0T 3,

(EHEPH) EREECT-YIERID. HOBRBENMEON I H- T, BEEEORREES
BEPEEE L ToRENZL, BEOIIRERO 12BN ALLIBIR. HIREROEREORY
DEMNBTRVWEEROTH S,

COSRAEBT. N)F—id, HOEEIIRMAZSTRBERN Balmn) TEENSE
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N, TNH VDY BEO v 7 & L TOFEENIEB topical theme DEFEEES T3, Lo
L. NUF—id, ZoOWEDEREEZ2A8YICHEEL TWa, D%, FEgELSE- 7
SHERIZ. FE-FEWICBIZ20nWb s IFEE) ICTFITHYT20T. EEICBT28
PN EREZEENTIELITSZLIT5] CLWSRBEEMICE->T. 25BX04I178%
THENSREFEAEMED, KREXLBRPEEEZSUERBRMNERTTICMET T
SNTLE-TWS, LADBZHIZE- T, HOEEIZIRAL S TERBENTEEN1DOS
FNDHETTRL., 1L EI NI SIS TLESTWEDTH S,

(D & @) 5 (11) OF%E BBOEELZZIZETRLT. ZTONVF—0OFERD
FEVSZBMML, SR FHOBEN L ABEREIIEDEDITESAERENEEZDZ L
293,

(1) The hunter shot the bear.

(7) Brutally the hunter shot the bear.

(8) The bear the hunter shot.

(9) The gun the hunter shoot the bear with.
(10) Him the hunter shot.

(11) Shoot the bear the hunter did.

INSOMOEMER (KFHD) BTT. BR#M (BaWMks) REETHE.
D356, (7) Dbrutally (ZFME manner ZRTIRINER) & (9) D thebear (FiIEFMDHHE=
MEBEETDBEEFE) (11) O shootthe bear GBRPEMEISEER) LSL, ARDE
SEETHS. NUTF—=izxhiE, (1) pArRsEEREORVWEIIhEEOEER2SD &
225, LT, EBoEBEIzOLWToON) F—0ERIzEIhE, chooXEEXIL, FE
HEEOWEZMAS Z&iIChkd. COFENTEEE VWSSOI, £ZIINUF—DES ITzhn
SHRSBII~IIDVTRARFT) LS FTEORANLBEREZRTDHOTHAOY, L
LATEOMERT. ZOEEOFENIZ. fdiEizoamhhbad ANBEICRTI2bOTHSZ
EHHSRIZRS ., T TICBNLAELSIE. CThooHicEREENEET 01T, 1t
FHEOBEZED LDIZ, BREMRMEEDOERZEMICBVLWTHEI NI BAEMROS5EER
D1 IONEEDOWEEHESIRIBRZNEERTHS, ¢THhE. Zhooici3, tHoES
WEHEICREEZNSLENICTTIZY, FEEENGFETAZ LItk 3, DEbFNNM, XHRE
KO TH 3,

DX EZAD L. [FHIZERM Mz T 0ERBRMEEENMN1D. Lhd1lD
E3SEhTW3) LWiHSN)TF—OFRTHEEMEICHHDESERIT. HoEBEICOVWT
DEBEZEREL TWELEDLEZEZA AL, COFXEREOERIZ,. TTICBNLTERLLS
12, AYRHOEBEXEO[BICHINDIEEOEEICOASTIRELIHOTHHT. FED
FTEOBRROFRLAEEZRELOROTHS. ELMCEBERLEV O EE0EEIIN:
5912, Labl1o2FdEELAJRERSRW, LML, CoBEoEERICMAT.
SSHICHOERAHHICEKEEZN2EBSICIE,. ThRABEOEEL L TOAFELHIZOTH
5. FEMBEOFRBOMBITEZDEISITEBETAZZLIcE- T, SiOFEOEENE - HE
R EDELSBEROBRIZE>TELHAONHHAREICZS, DFED, HEBIcBUIEFEOE:
M3, BRI AEDICLERRE, FEEXOERICLANIZE > EEERLL
TERBREZNS, E5EENESBEO - LBOTHS, FEOTEEIZ. CoL>5TEEDE
BIZMAT, S5R5B2MENEELLTOHOAwE—0RAE LT, SFEICEEXQ
SHOEEEFCPHRREZD 20T BRPERZENES Lok 280 THS, (7)
~ (11) OFEIZB\ T, BEiCHFEFT2ERRTATZoL > AE% TN OTHD.,
THhWAICENSHES TEOBERABRICRZOTHS, 2612, ZOL5EBEOTEE
DOHMOZERTOEESEEZ I, ChoOHHEEEOEEMIZIZ. L THELSHRRS A
FREMICBT2EE0 5FEROERAMSATVWS, Thbt, FOSEEZBRIRLES &,
HHICIILTHANBEICRTAREEERNT TICEETAZ IR0, B2lmninBes
RIZADDAEENEFNIVMICEBEZNS 05013, AN AYBERRICBATAZE
iCiEhsizn®, Fhwzxic., (7)) 5 (1) oFic4 U TWATEoFERIZ. £hic
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b IGE T 5B RAREE O MR EMAMOA B S A Y BIEMOAEEEOE SN EELD
ThHhd.

EZAT, TEDARBIIRBEOENHIDTHA50. N)F—lzkhif. 28T
TIBRZELDIZ, (7)) ~ (11) TR, FOEFTHELOBENREBLSE2LWSILTH
D, MOMEERIT. BEMEARAE. & ANBEE, 77 2 MERNBEOBREMIZENT
i, ThETh BEVYER—258% - RRNEX) . (EBE—EH—RE—WE—mE) .

' EE—EE : BER—FEER »olsEIhadt, SobirEEOEESE - FESE (FL
TETORE) 2EAT50130ANEEIS R-HoMRERTEHES. (1) OTIE. 25
EFROTAE thehunter EBOBEER 52 oh, FLTRAMBICEBOBEASZ SN TS,
FHEOBELZH--ERZNFETHA2BES. ToTHIIEETHS. TEOREZS5Z 0N
WEDIZEBOWEZHA L > B EER O R the bear IZHIBOWMAELZAD XIS E 221,
LihL., B5ERIZIENTS, TOEEMELOBENZATHIN. FTFEELTERNZN
NUTEBOWAEZE D Z LN TES, HlZ 1T, The bear was shot by the hunter. 1285175 X 512,
EHERON S thebear ZFFEETHIENTES, ZOERE. thebear T EEOFEWME2 5,
CHUIHML T, (8) DHEITIL, thebear i3, WMilETH > TEHOWEERZE->THET. EBHFD
FEOBWAEIIERTH S thehunter B> TWEHOT, BFHICRBEIN-BEICIE. f8E0FE
HOBEZES LM BWOTHS,

INEFIEECKFTIZHS (9) & (10) A5, B) IV HLHEHOBENE <> TW
LD, HOERAMSATVENS THS. 9 Tid, HioMREE THr5EFAN (£
&L TRAMFEOREZE-> TWWD) ORBOER, DFVHOEERRETHLALDTF
(LD DMREENFTEOBEAZBEDESNTVAEDTHS, Z0L5BEE2DOH
MNi@id. With the gun the hunter shot the bear. D X 512, FhLEH@HFIcEEWE L TRES O
LIEIOVERMEIIE<EZS,. (100 OBOFEOFEENE VDX, 77 A FEROBEEICE
THHBEOWMEMEOERLMEFRNS L. ERBERLSNOEEMHHICRBEINZ L, THhid
BIRAIIZ 1 DD EF I tone group FERE L. &M tonic 534 U % $ # 2 information focus & 7%
5%, LivL., REFAD LD ET URCHBED S OBROMHEOLEL (FROZ TN
IZB59 %) BRI HBEVNIIIABENTEANTVLAFONRES L IZADARN, =
NeOBEREMENEFN., (9 & (10) OFEOHEHZEDTWVEEEZ NS,

(7) OEIZRSNSXD57, RREROKE % 137= 9 KR # circumstantial adjunct (&
anl, @EE R, AIESIAZETERREINS) A WMEBERELDHHFICEBELST W, DFEDSH
FHEOBENMEVWDR, bEbEIFROMEZBNS ZEENHBORELB->-TVAD LD
MHEMIZ, AMEOREZES BERIZBTOMEENZVWOT, EBEFLEBSLLVLNMS
THbH, bEBLEBERLOBRSMRICHIHBBESREN,. 25300 AvE—20BSE
LTHBRICAEEZNSBE5E,. BRoFEOREL2ES FREREZERT A LI2k3, Fh
IZHLT, ANEOBELZESEER. RFBOERMICBVT. WbiEHoAvtE—T0RS S
LTOELEIEHEZETBEENCEI ZLORVEBEANLEEE L TOLBETSOTH S,
BoMRREOEREMICBIA2HMFAEREO T EREES L TOZ 0L > B RATERIT,
HETHRRLHHANNEEE TV A MERMNBEEOBSZEM TIERTATEEETH MM
af conjunctive adjunct & €— % )L {3 modal adjunct &L IZEELZMMDDMHBEEBbN 5,
in other words. alternatively. as a result @ & 3 72 4&#8E{ M probably. fortunately, on the
whole DX DR E—F LML, MOBBRMEN (RSB MEonizd-T. hs
MEBELTHEHICBNTHHRSMENEE LR Z- <A LEVOTHAN, KRfmiE
b, ALAMBATH280 21, HEOFEERICRBEIND SO AV BEEIZRT 246N
ERUCEXDBEEREZIZTohHLNENL, 3DOAYBREICERT S Zh S O miEs,
HHIZAAE =N 5 B Ef%E 5 HioREIZRT.

(11) OHOMEIR. Wb 5 EBEERSMME thematic equative (=RELISRME) L&
#72BAfRAH . The hunter shot the bear. & V3> Hi#E 7%t L T. What the hunter shot was the
bear.. The one who shot the bear was the hunter. D& 517, FOMBREEEZ W< OMhEDET LD
TEEOHEZHADEL-HOFT VA MERMBERELT. COXEERASHRIEN DS,
ZHTXIIZ, EE=ERE VLW OFMEREDOSKVEITHMETHS. ZOMEIZ. It was the
hunter that shot the bear . It was the bear that the hunter shot. @ & 5 7288 388 predicated theme #
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bOME (=2RME) S&bIT, TE—EREVWSHEHO A v — RIS S IHWE— St
WOEMEOMA SO Z, HOMRKERICHEANIEBTSZ2DObDELT, 7R
TERRAIBAE DSR2 M2 HE L TE/-HDTHS. What the hunter shot was the bear. 2351 T
2, EEE B OBAEIZ what the hunter shot DS # 7HE-> THE D, ERO—HBEFWEO
PRAEIX the bear 25> T3, B/AIZ. It was the hunter that shot the bear I8 Tid. the
hunter 23 D K Z 2 BAIZ BPTAYIZ S X 117% it was the hunter & WH HiOKEBICEBZHhS =
ERE->THNBOWMAEEZES. (1) OHEICPET 5#:512. What the hunter did was shoor
the bear. TH D, ZI T, KFBLAEENDIABHRTH Y. #HFELHUEERO—IE & i
WEHESERTHS. COMBEDBRE. REZT TMMAZIChEZB o] WS L%
HDAvE—COEREL. AFIZFOBEEZSEZRICE->  THAOLDEL TIRRLTWS,
SHRRESL TORERD) LS L2 AVvE—TVOEEEL, AlICEhEZZESC
EOTHRADHBDEL THRRLTWS, ZOME I3 Z2%#E X8 T, Shoot the bear was
what the hunter did. DX IIZFEDIZEHTES, Z1id What the hunter shot was the bear. &
The bear was what the hunter shot. DBR LR U TH 5. (11) OEHTIE, FE—ER & BIH—
TSRO TN E SIZEMTH 5. Shoot the bear the hunter did. @ shoot the bear 133 1 & [FhF
ICHAUHEROBAEZIE-> TEH Y. the hunter did 2R & FREZ SR OBEEEE-> TS,
LEA->T, ZOHENBHEEESBVWETHE., col5 M8 -8R 2 HEE—5H
WHOEZHNSATVEEDHEEZ NS,

HHOMBII—-RIENEVEETHE T IHBRBROS S ERICEN T 588 MR 8
ERHEITHBT O ANTEEZERN TS LI25- T, FORMEMNBINRZ N L SN, @B EE
DERRERERICL->THEHONAZZEHALHIZRED, FRUZES T, ZhETHRHLTE
XD, BREMREEOREENEOLISTRETAMNERTE, LL., HFEOLE
3, EEMEOERICL> THODNABAMENTE - NEERICL-> THDON A AN TE
TS, SANBEICRT2ZS5ICHOMSEOEEN S5 EEOHEBICT 7 2 FMEKR
WEIZOHAMT IERENSLRL2TENEET S, €T TR, AVEEMOTEOMEIZ
BIA25AEEBE,. TOHEORIEREBLUTENICHEET ZRRERNT S,

5. AIMELSEXE

REBETIEHFEOMBICIE, FEEWSF /AR LEDOTEERBEEMB S 2K
DEIBVEROEAS MM TS, @I, Bk BeE. S ANEE 57 X MERM
WEDIDDAIYWEICMIAZIETIEIREEN., F7AMEROEDHORBEORAMET S
DIZHEBMIZHVWEWBR A LEWENS, WhIZAYEEMNEL Y TZ2THEELOTHS,
TITIITH, TNTHNOAYRIEICETALEDOLSREEN,. CoHFOMEIZEDLD
REFTEREEZN, FEThoNEDLSITHEDFAR T E2BIB>TWAOMEREZ &
LT, INETTRHMLTEAES5k, EEEXRZAVBEICL > THBHTRETHI LN
DEROZUMEE, RNEEZMRICT 7 2 MEROBEICRT2ERICETHRLT, 25
it T s LizT 3,

SHSMIREIC BT 2EX THROMNELZ 5D S50, TTICRELSIIC. BEMEK
DOMEEFROIN T, HOFFEOWMEEZHSERE AN ORIEEZESEETH S, fiFd.
HROMEZSDLE, BEOXEIZLY, £FIHE0XEEL3. £ BaMkmste
D TIHRE T & 2R MAEEE I b - T, Hi# & clause complex IZ 8175, (EEE D
FAOREYHD. HRICREEZNAHEERGHIZ. &L L TRREZEOEIELRES a3
BUTINED OXSICHEL THEOXEELZS, HANBEICBI2EEZTHHOMELZ 5D
250, TTIRREBEKEER, T—YIIFmER, ik E omfismE, mbE (MEE) Th
De TUAPMERBBEICIRTA2EETHFO(IB/EZ 5523013, HodEgr2HE—R®L-
LOELTEMT A 0RBERE L TOESMSME. #6H MEATHS®. chdo
BEROBIDOEBROBEENEEZ-T. HRTEEIEEMRTI0TH A",

EDATBRIIBEVWTS, HFONBE25DA3BERIIODLWTEERZ &I3. FoEEZS
DEDEDRVWHOBRIROFEETHS. BHRIEBIZCBIRIZL->THOSHFEENZOTHE)
5, BRIROEHOFEIL, HRICKBEINA2ERICE->THEETH S, HBEOMEH. &
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{i HEBERR & GEMIERIR, H5VIERIBMEEHROLIIZ. TOEENHHRICEAETh TS HDIC
DT, bEHEERELDOERE TTOMENRENERNS AvE—Y0ERE L TR
SNLHOEEDNLSY, BETEHEICHDLIRE(MNBOBRORKMATZVWOT, EEEL
TORRIZDHDTHEI NS,

BREHERBREIZMT2ERIL. IXTERICE->TLHHFAOMEBE 25025 ZLNTE
IBWDZIT, KEEOEMIZE > TEREZNL2EHRSES FEORBNIXE L, KEOFEEO P
D, TUVAPLE2TRELDIZ. IOEBERUOEHSHEMEEIZL->TEAS
NTwas, ELT. ZOBBEOXEIZMA T, ZSIZHOBEREHFICAROEEL L TR E
L2%. LizhioT, BEMEROEDEREZHOAvE—TCORAET SR, BEOAHROD
REIZE>THETH S,

MARBEICRT 2BEODO L, flEERIIDVLWTR, fEoMSE0 BIRon fEMtidds 5
MENN LD SMIAOIEIZ. B EHEREFBOECIZBNTHOHANBREICBITZ A v t—
POERKELTRRENLBOTHSLBbN20NED, BHEOEKBICB I S2BEERD S
HLHMBDMEITRRAFESEEL-BOTHS. TR, BEOAvyE—JoEME
L To&REII. RKEOLEMNZEMOLEDTIRAZ<, MANHEEFEROBFEIINLT, REH
MAwt—2 (Bt statement, B[ question. #7497 commmand. 2§ offer) 2R T 5T,
TOAE—VIIHET2HANBAEZABEIEIEDOTHENAD (ER) 2#HtT2E15
RS RMOIZDbDTH 5,

E—F I EEL 2 DO FLY 5 A5 53, unfortunately * surprisingly D& D 3 A > b
&8 comment adjunct & probably ®Psurely @ & 572 /s — F 4108 mood adjunct 2 5. Zh 5
DE—F AL, Unfortunately/Probably, the bear was shot by the hunter/ The bear,
unfortunately/probably, was shot by the hunter/ The bear was, unfortunately/probably, shot by the
hunter./ The bear was shot by the hunter, unfortunately/probably. @ X512, TOHDIEMNTHD
HMUEZRINT LI EHNETHD. LIL., T—FILIMEIZ. TOMEDZIZ, o ARKHE
EOPLEHA THLIBUEBERELTO TEHE—EEHRET) ORI EOEEZIIREBEZNSD
AEbBEA (EER) ThSH. HFICEE = NS unfortunately $probably Id. A B FEEOMAEE
L, RESEFNINADNSEAD I EDVTOLHNERE Avt—COBERE L TIRRT 5.
£7z. unfortunately *probably %%, EiRKIZECHE 5B\, #BEF afterthought ZHEH%KT 5
FREL T RSN S, EHREOHSH. George, will you be back in Sydney? / Will you be,
George, back in Sydney? / Will you be back in Sydney, George? D XS IZ, HiORMTFOLED S
ORIV TRETH S, WHEVHRICKBEEINSBS, REEFMRLLIOIETEIAvE—
1 George IZMRIT NS BDTH ST L &/RT. £/, Shit, that bloke's gone. 5> Heavens, you
look like a flower. IZ851J Sshit % heavens @ K 5 72 ERBES (##) X, @ IHHICAREZ .
REEVRETLIAvE-JIDOWTOMEMNESLZRT. Chood ANEERIWThS, R
wmaN, HEEHOBRFIZHLT, BAMBALSI ETH A E—DEREORBTRIIED
SHLLEOLOFHND (BER) ZHHELTWLEOTHS.

T AMERMEEIIRT 2EROES. HHFEIIDOVTIE, FE6R b ERERFA S,
TN EDSEEZRBIRT S L3 TERN., E550EMMAD. The bear did something
harmful, so it was shot by the hunter & The bear was shot by the hunter, because it did something
harmful. DL 52, EHRTIHDSED5 LA 2HOBDHOMEZ EDHELIITRE-> T
e D, FHEERLFELIDITHBOELIZBNWTT VA FMERD=OOBAMEE L
THERENLHBOTHHEEDNSY, RETRETOMNBREAELZLDTHD, BLAED
B, BRORMIBZV., S5HEXZMHBEBOBRNEINZVOT, EHEFADOAyE—T DM
ELTORES, KEE2ED 2 NREOEVWEEORMOZDObDENS LVRDLA, &
D RSB ORENERNZRMEZZAS5Hb0TH S,

FELTHREOLDEWERICBLSHHORENEFRNZEMEZEASDOIZ. inother
words. to be precise. in conclusion. likewise. however. conversely. therefore. nevertheless. in
this respect 72 ED X D ixfEREf I MELH 5. FEAMER. EHFALR-> TEOHDDIREN
EDBIRNOIRETH S, HlA L. The bear did something dangerous, so it was shot by the hunter I~
# L T. The bear did something dangerous. It destroyed the cornfields. It almost killed a farmer.
Therefore, it was shot by the hunter. / It was, therefore, shot by the hunter. / It was shot by the hunter,
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therefore. D& IZ. EBIMFAOE < FHBUNAOMBICREZNS 2. ZOHRSE. @@L,
NADLEIZ HELE L S 5 therefore MHiHIZRBEINSE. ZTOAVE—OZFFIC, o
friICERER SN BEL D biE<. Zhh S HEROERBBROHEIIOVTOA vE—IH
RESNDEVSERHEZIHEZ LIz A.

BREAD 56, 77 A MEMRMEHEIC BT 28 EEE L THET 2 0. FHIBARE
HiDHDHIZ < 2 BI6R & JEBR E BIFRE indefinite relative @ 5 EiBFEME TORNEE L FR%D
MAEZE D XS RMOBDIZ< 5BMH (KBEGFO T SAEHBILEHTES) TH
5. WAL, #i#FOH L L TIiE. The hunter shot the bear, which was deplorable. ¥ The hunter
shot the bear, whose babies he also shot.. #¥F@#| & L TI3. The hunter caused unhappiness wherever
he went. ZEHNH 5. CHoDERE, AERMROZBSERCRRERED L S B SMRAHE
EICIRT SWEZED bOVHMOBEROBZLL TNIDOTH-oT. HokAvE—IM
BESEVDIED, BITTHHOAvE—JIREREZMA S E VI EHRD VAR, BICIERH
RAOBIRFROBSIIEOBMATHEL. SEREEL L THETIZ0L S 2MEER (bWEE
NZzIVH) B, TOLHDHEIREMEBIBAEIN T TRIROKA L, ZOBOERER
MRETHORAyE—COR[ELTO®RBIT. REENASTORLEETAYE—VICER
HEMEEZTI2VREZEHFICHSEELTHS.

53AIZ, TU/AMERNBECIRT 28GEX 0SS, HEEEREN GEETRGELS
) ZBHMNLEIR. THhAENEBEMRORNER LFASOBEZE->TVWSEDIZ. Th
EREZEMOHDICAB T 5 LHNAETH 5. TOHE. Because it did something harmful,
the bear was shot by the hunter., 3 Hi®DF 7 A k 1 @725 @ If he could he also would have whinnied
and tweeted and whistled in a native language that was not human., Whenever he went the hunter
caused unhappiness. 2 EIZHBIT A LD, HFICEKEBE S N-EREHIZ. TheENEEEL T,

(E) BOAvE—CORE[OEBEILTILICKS. EFL, ZOBRSOXEIR. 77X
ERRAIRRED MK ZEMICH T2 EETIIARL<., BaMknEETHD. LHhrbAEOEHELE
A L

COXDIT, EEOHOWHD OFI®IZIE, BEEMET S —HOEHN 3 DODDRLEDAVHE
BEERTSERERIZIBVWTHEYZAvE—CORBEZRTIB D0, EIFTHERENE
NS5, LL, TO3IDOAYHEICRT 2ERIT, ERFICEEINZOTIIR<,
AYBEZEIZHHMOEAR IR EINTVWEOTHS. NUF—i. (12) O#ZEHITT,
SEEFEEENAVRENICRBEINSZL201 0LSICRLTWSY,

(12) Well but then Ann surely wouldn't the best idea be to join the group?

Well but then Ann surel wouldn't the best idea be to join the group?
e | | see |sweem | 2 | ERRIET | ponen v

EﬁU?J:
T 2 MR A 1hat s 15930
& b

(1] FEEEERO A Y BIEIC X SRR

ZOEMSBHRMEESIC, HHOMETIE. HiFORD AT 2 2 HIERAOREEICR
T S {EPE R AHESEA continuative BAE . 5B structural BEAE. $EHEAY conjunctive EAEDNEIZ
Al 2N2Y. HFHOPMMRICIZ. HANREICRT 2EEHIERHRE. ) FmE. &
HRIET (would BEY VT4 —OWEHED) OEICEEEINS. HFAOELHMIZIIERE
WMEARREIC R T 2N ETESRBEI NS, ThAN)T—0FERETH AN, TTICRML
XD, PHEER (EE—EHRET) ISEOMSEICERTZ<HANBEICIRTSEET
HHDT, EAFHD it PFMO it LAOEROBES, AN TFEHORELZHSOELE BN
ENEBROREZESERI. BoNCERETS, LALnwTFhict Xk, HiFOMNEE 593
BRI, ASBREZCLIIh B ORALLEGEADINEZINTVEZ LGNS,

TIT, 3DDAMECMILIEROEA T 2L VAMCTEIEDIZ, WEXTHH
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DIEELTELHRONELREDESBRBLOTHE20 %, BHFILZFTEOES AN
BINWTHBRMET S LTS, ZOoEBRELICL-> T, ThETRMLTEAEEIIM,
DLIERPFROMNBEOINEL DM DT RBITTHA.

T 7 A b TERRRIBRAE, AR BERE, B SMRMEREO TN TNO A Y BAEDE k2RI,
WHITHRD O XS BHERTRIGEVWERZERL TWa. 3DDASEIENSHE T SR
ERMSERTRTIERZOLS IS BN 3,

577 A | T he e,
X B

i |
i W | Rk EUR

(B2 ] A5 EREDMH

COBMEHET, BHBICHLERNATZANESTHADIE. FIZRTEIIZ. AYBEOHE
WAL, CDIRERICEGNICE LA 2 RTROTHS. REEZRRT2—HOHIZ. BY
EMBIZ<DHEHZRVT. BICTORMBETHOREEMTZ20THS0S, BT TRL,
MixEDOMBSHT 7 A FERNBECEREREZ20ZFTDHDTHRLR-LETHS. AEER
ETIE, HERVIDOAVBENTETIETRE®RZ DS HEHMEL T, BEREROEH %
FrTIAnG,

HEENSE, B—0FERMIcBIABELTERTIONBATH AL ICBDbhAHN
blhaWwiIhEd, 3DORLBIZAYBECE®ZTZMEMEIZTZHE. HEE VWS HET
T2, CHE3DOBEREMOTNENTI@EICE 548 H S, Thbt, BalRN
WEICRBT2ERICE->ToHE LI, M2TnaiE, BLEBROERTORETHD,. A
AEEICRTI2ERICE> TOHBEEIIHANEETORFATH D, 57 A FEERAOEEEIZ R
THERCLH>TOHRALIT 7 A MERMNBEE TORATHS. ZORE. 3D0AVIBEE
OEERIY, SFEWEOCHR L. 77 A FERAERE, o AAYEEE, BSMREBEDIES 5.
FL T, }ANEEOEHE - BaMkNEgolFiz. CLofBE WTFhbTo7 2 FER
MEROBRAOERICSENA22 81240, COERICREZNA2EEIZTRT. EROASY
WEIZBIT2BEHRBEIICMATHOAvE—YoRSOBE T b EEORELES> 2 L1z
BR5DTH5,

EKETH., REORMOLDHICHFAO FEEXEN AvtE—ToRAE LTIRAETHEINK
ZVH, HEBL S TRERERICLE SRV SLHKEZENREORMICHRT 2. LT
EZ<OBE. FA—OAYBIECRT 2HFEREHREZOMICIISRERNEETZ20TH
%5, FAE. I30BEXEBOFIZ. —OZ :2X<RLTNWS,
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(13)

HD ?%! D&E2&T2E | BOVER. BHIHIEEWL \ hbLNEHEA h&

(14)
ST ThTR B&EELL TR | &L !ﬁ&i, Eﬁb'{‘bl%l 2Bk EFEXSNDHOEN

(15)

TNTIR | BT ETHE ZZIEYT1 8L | TWEETERATLED

(16)

FHUZLTH ¥/ wo/Ehe | B KELEO T

(3] BERFBOEHICHBITS AYEBIEOHEEO OB HEAHE

(13) TR, TZ7A MERMBEIIRT 28REE (T & TTh E) . HANEEIZR
THEFVT4—&RT Do, TBE) & ThdLhEtAl . (14 OETH, TSV
T4—&RT [Eo&) & NIZBEANRY) . (15 T, HANEREIIRTLSIERTHSHE
HERAOHFICHTAHEEL2RTFHEEE (BThLOETH & TWEEFTERATL L
5/, . (16) T, Mg/ \Wwo/Ehne) & T (TY) &) 372, RUREZED BR
ESLOSBBRELRZL TV, AXBETIE. ZOLSCHBMREZIERLIO T, XS
DRMOIDIZHDO Ay t—PORGE L THERSFHHICEB I NLSET TR, BRICKE
BEENSERHIEL, REORMOEDICEERRBZIILTOTH S,

HHROWMIZBLWTIL, BEBOBMICBIAISICHHEER LHRERNFGPRREZLRT I
ERFEAERLHY, B2 TRE I, BREDEY 3 DDA FBEN AT 2 M6 1K
REBEL, ThThoBBEO TEER T, Mo ASBEICRT 2 EEERITHT 28V
BrhAidDH. L7=A> T, Well but then Ann surely wouldn't the best idea be to be join the group?
% . But then Ann surely well woudn't the best idea be 1o join the group? & 7* Well but Ann then surely
wouldn't the best idea be to be join the group? M & 3 I7. K iE O AE O 3= M s 0 T3 % fih D B AE
OEEBRIZB T LI TERL, LALENS, —HOERIZDOWTIE, HEOEEERE
FEPARIZHEE— DAY WEORBITBENTZ2ZLHFETHS. FIAIE. Ann, you are
lovely. Z You are lovely, Ann. &7 It's begun raining very heavily, but / though we have to go for a
doctor. % It's begun raining very heavily, we have to go for a doctor, though.” @ & 512, BEHRZH
FOEMERI SHRICBBTHAIENTES, EELIOBE. bbb A, THHOERD
Awvt—YORE[MELTOREEIIRDODN LY, EEEEEFRMERICHIABICEKRINT
HOT, WHITBEEENWEZHRFL TS EE->ThiLwhb LW,

Therefore/Then, the beast was shot by the hunter. / The beast, therefore/then, was shot by the
hunter. / The beast was, therefore/then, shot by the hunter.|” BT 2 #E@GfMEO L 51z, HOXE
HENSRER L T, FXTEEFICBLS2ERIT. FEAEIoBHEZNDS L. FREDIRE
FEOBAEZEKSET TR, TNSHA DAL AR LIRS0 E%Roiinz
Ui T5L WS A TAYRELORYE LTI SAFEICRS. LHLINEREHIC,
Unfortunately/Probably, the bear is dead now. / The bear, unfortunately/probably, is dead now. / The
bear is dead now, unfortunately/probably. |Z35F % probably  unfortunately ® & 5 728 &1d, X
AOBEICRT2E—YINAMATHADOT. THoNHDHLEIXZTHRLNMEIZ. T TICRE
O, HEERONBIEETHS. LEN-T, @iFHIL. COLIBMARERIZEST
HERMBTHD., AEMETHIUDAIC. FROBELNOEIE. ZOBRSIIMARNEE
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DWEN S I NZ2DTH S,

ZHOXIIZ, 3DOAYEEICILEA THEHBELASD . ThENOAYBEDHEET
fMOATEWEICETIERIIHLTEEMNESHEHB-o TS, ZOASTEEMOBNESH
B, BLADATREFERBICEAL TS 2O AYBEICRT 2ERZREENICES TSI &I
£oT,. TOEROBEULEDEDEHRNTHRL (HL5HOEERME) 202 T#EZIIE
LTWBDOTHBY, £, A—AYBEICRTLIEXETH, FOREFERTEOERN 5D
HEREAMRZMUBEHCHBMBL THOMBICBHLABESICIE. JOBKOBILNELCEZ &
2725, Zhis, BamkEmETIE, (7)) ~ (1) ICRSHhSLES5BESEAROEET
H D, & AHEE TId. Unfortunately/Probably, the bear is dead now. IZR 5125 X 5 7axt AW
FETH 5.

CNETRTELEISIC, BHLVWOMESHEBRER TR, 3DOAVBEEIZRTS
SETEARFHEFENSAEZFE NS 2 TWWA, LML, ThoHETEZL201E. HHRMATIE
HHENEZIZ. ThThoEEBEELAAYEENICEaTENTED, HEORSHES HHt
ZHLOLTHRLWMASIZIENME S 2V, BEHERAEBEE. o AMHEEE. 527 A MERMEEEIR. T
NETENHEHOBERERZERL, T FNOBEREMICBI ST EZLERZINHEERTS
T LT, HEEOWME, TLU TAELECEBRIZIHFEESL TLWAOTHSH, ATOE
BERIZBVWTIE., CO3DODOAYREMOBRSENZHD THEELROTH S,

REIZ, BIEITFELAELS IC. BaMRaaE. W AMNEIE. 727 2 MMERBSBIEDT
hTthoxEmEEN. (K CWS5RIUHENLZFNEEZ. WhitR->EBERO LMEICHA
LTWANERABZIET, 3DOAYBMEORKNOEENEZHETS. T7/AR4ZRTH
*Jo

[(F2ZA k4]
(To remain healthy, I do three things.)
First, sometimes, in the morning [ do no work.
Next, usually, in the afternoon I do no work.
Finally, always, in the evening I do no work.

ZOMREOT 7 A OFEEOPLEIT. e 3D0MOERTSH DR SRS SRz
LZEBOTHEOBELES [-1-1THD, TRTYHEABRODBEERLLTOITAETHS.
ZOMEDOFEBORFIIZ, in the morning - in the afternoon - in the evening & 115 M B OFs %R
THREXREL L TORRAMEANEROBR MM EE L L TEBEZNTWS, T XTI,
EHaWA T EEEM TS S, TORIZIL. sometimes - usually - always & U5 0 ABIESREIZ IR
TEHE—YIAAmEN, dAMNFEELTREZNTWS, ES5IZEDHIICIX, first - next -
finally & W29 77 2 MMERBEEIZR T 28EHEMAMEN T2 A MERNEEE L TREEZNT
W3, THENOHORAD 3 DDOEEIL, TRTRASHD () ZRLTWVWSHN, TO#H
#IXE-7-<ES. inthe morning - in the afternoon - in the evening TiL. [dono work. & A5
SNELCHRMEL TORAHDOAvE—CORAE L TIRAREIN TS, sometimes - usually
-always Tld, RiEHM [donowork. EVWI KN LEOREDAREETEL 2 LA THHE
DAvE—CORB[ELTIRREINTWS, TNIZHL T, first - next - finally Tid., 3DDA Y
=V ORROEFEOLDAEZILHDOA v -V OEFGELTRRENTNEDTHS.
L7=#%5 T, first - next-finally @5 L 312< 3 20 3003, BBICEFEZMT S 2 &M
AETHS. ZOXIIT. TH) EWSRUMENLZHEE. 3D0RZS AYBEOEKE
MM, BEWCE <R RLEHROLMICHIATETTWEOTH S, BIEAIT, first P
next DX 5 72@IFEI. John arrived first, and Bill came next. 1285172 X 512, BN HEERIC
Aol hhid, Bl R I 22 RrTIRRERORELZES Z A0 ETHS, D
E 0. first Pnext DX D MELN, WRAMEGEE L THRET S0, EHAmMEE L THEET
3. THhSBAROBRSHMERNZERIINA T, oAV BERERICEEEIN2DICL-T
RELZDTH S,
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6. HBDHLYIC

CHET, 9. NUF—DFERTE Ichhs RSB EIC~IIODWTRRET) &0
DEEOEFNEN®RZ, AROEENESENEZ LTINS (1) ~ (1) 00—, FhF
NOPHELBVWTEROETENASENSE:213 2) ~ (6) ITRPTIEHOHABEZENTER
WZEZERLE. 512, N)F—0FEIz DLW ToRRENHIC BT 52F L FEIL. N)5T—
KE>TEERVHAB N EEVKRAST Iz, FEOFEEOLRMICEEERATVWED, £
NNBEETERS LTI R->TVWAZEEZREL. TLT, REORREMPDDEIL,
COMIZOHMESTEELREUO<BESHMENEEYNGFETA I LEMHEL. ThitX-T.
[N SRRIBEI~IZOWTERRET) T, CORSEEICENT AN ANEED 1 DT
HELIEERIELE. ChizE-> T, EFoffilcd,. Balka B8l AREENEFDOA Y —
POERELTHEALTWAZEMASHIZRSE, ZO2D0AYBEOERNEZBA TS
EIZE- T, HigH (BFELTHERS) 3. 7 A MERNEEOEREREEBIZLT. 3D
DAZBEICR T2 EIETHERN, RFEET VA RELTEEEIEADIZ,. BLEaWE
ALE2EERBLE NS EENEMTHE LR,

ERIZBIAN) F—0FERIIHTI2EZOINETTOMHAMBRN OESIZ, KBS
TOEHOEBLEFHEOMMDOIMNERLENS-DICRE,. REOLAERTHLEHROMED
B, THELEOBRE TEDLSIZ, BERMMROBEERICAMEN 201 HEIZ TN
FTERZRSBWENSZ EizH-ok. BESL Z0AN., RRERBERRICBIATEOE
RO EZTNIZANDIERHAZ LV ER—BLABbOICTAE0ICIR. #FshaniE
THdEEIGNS,

BIRAERBERR T3, I TIClRAEEIIC, HERFEOTI A MR, B MR aHEE
(BB ACAOBRAE LGS EE PRV RAE) . W ARIEAE. 77 A MERRYBARED 3 DD A Y REED
BHRERICIR T 2 2 X ENERINHEMERATAZLEICLI>THRENSLESATVS, &
OBROLIEERLTWAOIR., BREBEWREDLBZEVWSHITLETHS., FLT. BNl
BIROMAHEANREDIDIZR->THED, TEIETLEFEREBEORRNAEDL S IZHEZBOMEIC
BB ZNINEHFMNICETIVMET A2 0, CoBBRORELZBED 1 OTHS. LhaIZ,
MR Lz, ZOB%BEORE~DORREOH#AAZHD THMIZRT S & Lk Halliday
(1981) IZH, ZTNETRESNLLMOLZHOTRLBENIDOBEIZ. BkBEOEBRERS
&, BIRENIBHROBEBE~OBBHOM#A %47 L TV S Matthiessen (1995) 126, ED X
DICBEMROZEERD 1 ONEROBELZHES R BRZINH0MhENnD, FIILZOE
BRI OVLWTOHESFENREhATVAN, Wb, B2 H5EROLENMLNHS
PLHEBROBEZE->TWANOLSZHRET. BRNEBMEINTLE-TWVEISKZED
3% LTS, URMNZAROFEOEBEREZNEHOREE:LEVESRTF—TEMRET
SMATI. HOXEIIIHDE2I0B5EREFTHEOBUVODEFOEERIL, EBOMFNS
BRINTLESBNNH S, BRERBERROBEAAOLRNT, BOEXEOWEILZ. KED
ftAORAE DD DEHID, BREBICHALTETWAEY, LALENS, BIROR
BEEHIZ, HOFEOEMZAMHEEMIZARBIZONT, FOREEEOCTRNETET 4N
DIZKKBEHS>TETHN B, HLEOHMVIZKZOFERED 1 OH, EETHRNLTERLL
SRMEICHSLTHE., CoALFOMEORRICETDLZTHEZSHENOTIRENASS
M, RN, TORMROEDOROO 1 DicNEEB->TNnS,

X

1 BEAATLETZAMIBITS AYRIERMEOBRIZDWTIE, Halliday (1978: 128ffpassim) 2.
INRBEE NUT—OEBRBREZERTIEDIIRLBOIMTHES. T7AFOBRIZBITS AR
REROHE R IZ 2 V2 T3 Matthiessen (1991) A58 L L,

2 BRIREFIAEEES & BRAEMM SR O BAtRIZ D T Halliday (1974) 8.

3 'that which is known or at least obvious in the given situation and from which the speaker proceeds' Fries
(1983: 116, 1995: 1) iIZ5IAEh T3,

4 FROEEIIBIBEZTTFIIAENIT—ORVIZDNWTOMRIZ. Fries (1983, 1995) iCBEL W, 7
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=X, EEBIZDONWTOITPIADLSRESANE%E NREMT 7 O0—F combining approach] .
NIF—=DE 57 L5 AM%E (57887 7 0—F separating/splitting approach] A TERILTWS,
MIEOUBIE, LhWpS 558 topic & comment) WS EORAIZDAEN-TNS,
5 Fries (1995). Hasan & Fries (1995). Berry (1996) # £,
6 BLEAMZE->LETEILDODNEREOEEIZOWTORE &RMAIZ, Halliday (1985) & FDHITHE
T& % Halliday (1994) TH D, ERMTORRIIHXATREDL LIZLTHEBIAS. BRI, Zhsi@nd
NH, RN MERRO & D DU EENLME = B8R 501 Rl TH DS, WA M A TR
ARMTLI 70 A PIZDWTOFMIL. Martin (1992) % Matthiessen (1995) 7z KM E =3, 0=
Did. Halliday (1985/1994) L NEFNIZHAEMTAZMERIZH S,
7 AWTRLELE. T~OWEZES BERN~OREZES) . ~H~0@WERZET) . T~
H~IIREZND) LWS3ES5LRBEAVDY,. ZHiZESNICIEMELEZETII AN, RRERE
REEEGR T, BIRAR@AN S ERBERENERZ N, —DOOREN BRI NS T & ICHRE - -8R
HIFMET [~EfFA insen L] ~:~Z5# conflact L] T~ZF~ORHIIC./#5IZR M concatenate
B £S5 SHEMRSOHRAOZRENZEZN., BENICEEROYENZEEEFICERES
PEREEZNDLSIZ/->TWS, Halliday (1969/1981). Hudson (1971) 28, 251z, GATHELARICH
TE5F7AFEHEWIESRLDBRMOCARELELTAHEICR,. 5@ WEREEZE--F
MAEEZNSD Z £IZ/8 5. Patten (1988). Mathiessen & Bateman (1991) 28, Wihiz® X M)
() (fréaE) B5EE) i) 2E3HRBEOBKBETH- T, A8, MM 8
EFE RO XS EHENLTMKERD. BATOFEPLEMRICL->TAREZNILOTHS., Litd-
T. The hunter shot the bear in the field (235175 the hunter DL H I, TAE (BaMkpileE) 1B
(R ABIHREE) XM (5727 A FERMEE) O=D0REN—OAMRICEI-TREZNEZ LS,
In the field the bear was shot by the hunter. 1237 2723 by the hunter. 38 the bear. FRE in the field D &
. ZDOWMENP 2 ORIZL->TREREZNSZELAETH 5.
8 MIRAERIBMEEGETIL, phrase T3/ < group EWSWMEEH N EH, #EHLE group Z M) ERL
THEL, EEL, ZOERTEHFRE LWL S5ME, HZ I The hunter has been searching the bear. Tid, K
ForOAEE L., BMBOARDIIFTEIZN,
9 Halliday (1994: 38) ‘the Theme is the starting-point for the message; it is the ground from which the clause is
taking off.’
10 BRERBEERIZH VT, BOMAEMS functional structure 2, RESMENREORINERS
L BEPES-—S5ER - ROKEEDSEIN,. SANBEORAMERD L. EBE—EH—RE—
i — I h S bLEND. BRAI, ERTHEELL TWLEE—ERRT 2 2 MERMNBED
WM REBOREMETH S, CThoOBWEMNEREL, Zh s OREMEDRRICHhhb 5 &liE—
hia A —wi@EE (REEE) LS 2EME formal structure DEXHER L L. o< BAS KT
R 5ERE THS, 3T T, ZD20AF7 BEOHEEIZBEN T, ZlROBENEXT52h
5. LTO#RIZBNTIR, CO=ZMSORERE IZhhDIMRERL, BARE IChhboRRE
RESETITERLMETHWDMN, HBL<ETHIITENLEEREZMNHRIZLTVS,
11 'Interrogative clauses, therefore, embody the thematic principle in their structural make-up. It is characteristic
of an interrogative clause in English that one particular element comes first; and the reason for this is that that
element, owing to the very nature of a question, has the status of a Theme. The speaker does not choose each time to
put the element first; its occurrence in first position is the regular pattern by which the interrogative is expressed. It
has become part of the system of the language, and the explanation for this lies in the thematic significance that is
attached to first postion in the English clause. Interrogatives express questions; the natural theme of a question is 'l
want to be told something’; the answer required is either a piece of information or an indication of polarity. So the
realization of interrogative mood involves selecting an element that indicates the kind of answer required, and
putting it at the beginning of the clause.’
12 N)F—BHE, SHORROED IZRAZN2MECEEIE. ThAEENEBEICODVLWTESED
DEBOFEDAYFHTHAOT, TOAFBRBESSICEBTHI DEVERT S DRIEELFTHE
THH2LEBE-TVWHOT, CNEEBREMEZLERINIT—OBREICETSLEDbh 30, BBOFEH
b BATEREWVWOSERELAVS., EBROMANBOBEROMFK L RENICRLZZ O, ThEak:
THEEIZE > THBSARTNERS WEIAREH DM, BT, ZOBEMNLZESIZOVTIR. N\
T—OMTHD77—ADDEOFTRNEBEA TS, .. linguistics is reflexive and introvert. That is to
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say, in linguistics language is turned back upon itself. We have to use language about language, words about words,
letters about letters. * Firth (1957: 121) ¥/, LIS E A 7IAEIZ D11 Tid Halliday (1984/1988) B,
13 the point of departure for the message / the point of departure of the message / the starting-point for the
message' L EZDBIBNEDLOBOBAVLSNEY, BECBT2FTHOERICBVLWTHELRZ LD
THd.

14 "Theme structures express the orgnization of the message: how the clause relates to the surrounding discourse,
and to the context of situation in which it is being produced.’

15 'The choice of Theme, clause by clause, is what carries forward the development of the text as a whole.”

16 77 A FORMOEIEIZDOWTIE. Fries (1983) B8,

17 WOWEIZEBNT., el mkrmiE. JARIRE. 527 2 FBREMBENETNENEDO LS 2K
ERRORBIZ I THITDONWTIE, Halliday (1979) 2B HEBE IS,

18 NUF—iZ, THOMRBIZTHNT, FAKROIZOVWTREAE<S<MNTLRELOT, E0LS
IZESEATVAEMAH SRV, FRO it izhhb-> TRFPLERELTWVS, N)FT—iE, Itis
helpful to be able to speak a foreign language. % It was a mistake that the school was closed down. @ & 5 /i D
BEiCiR. EHOWEZES IR, BFHOEE W THDH 275, LL. It was the hunter who shot the
bear. D & 3731 H W 8K ERE predicated theme (7 RWE) OEH T, COHE—DOWMEADIEL,
TODROBELBBZILOWMAMNAET. FOLHICETE-ERoERII_—EIcLZ->-TWaELT.
FEOWMAELZESEEIZ, KFTxRT LIt was the hunter / who shot.the bear. & It was the hunter who
shot.the bear. D _HMifiTH 5 LT 5. HL <IiZHalliday (1994: 58-61) B,

19 The hunter shot the bear.. He shot the bear. . You shot the bear. D=2, &M AYHERE DB R ZE
FTiR, TXTRLCABEMET. BRPE shoot 285 (f75H% the hunter / he / you &8 the
bear) MSLZMEBETHS, —FHOBWD he i, 77 A MEEABEOEREZMIZEBIT SRR
PO LHOTHHREOBELXBDOELEDHIIBRZNEHOTHS. ZHBOEHO you iT, AR
RECERZEMIC B2 ANBEEROEFOREZADEIEDICBREINEHDOTHS. Z0OX
IEEDDASWEIZHT 52BN, HEERTIZZECEST. TNEFNRLELZEHREDIDET,
20 FZ7AF1&21, D H. Lawrence, 'Adolf in  England, My England and Other Stories , Penguin Books
(201-208) DENE p.201 & p202 LV DK, TV A 21X, BXOFI7A D55, FHE, 5 1A
HFOPOERBOAEFARLEZHOT, HEETERENTLSBFIFEMITNTH-TH S,

2l WEICRE=N-EREL. HLTHRDH, TNEHKO TEEREZLDOLEARKIC. Ehek
AREFOARMOEBOREZAS., ZOWMOHRE 2, LB/ TIRBICHAMNTWRED, EHOH LI
M<OT, EHOMICEIPNZ20R 72 MEENICEGOS28IN, DD EEOBREEEDES X
HOBIRTH S, §#L <3 Halliday (1994; 54-58) B8,

22 N)F—iF MEE— @RI, T T 580 HEMREROEROMRL T2 HOEM
75 MG 4 R anaphoric ellipsis. M AMBEEEROBEO -HE=EBOMEE T 5 5O &/ EERIEHS
exophoric ellipsis& L TWAA, THEOEMEEEOMBROSZOHLLPPHYTHS. Where (did you
pickit)? . Yes, (it will) DX I LEHTREEOA TEALYFFEE T, (Are your) Thirsty 7. (I have) No
idea. (Are you) Feeling better? D& S RMTIE, EMROALTEENGFELIZWEESIOTHS, BLIE
Halliday (1994: 63) 8.

23 Margaret Gore (ed.), Easy International Cooking . The Custom Book Company, p.8 @@ 'Escargots (Snails)
with Garlic O —fZ#&kBL1zH D,

24 TOWOESIZETT SyesnokEME QR 5 EEMIE polarity ZHET 2 (HBOAvEL—TVOE
RELTOMAMNEEOMELZIED) yes P no ZIZHIZ, EFTH2HNLOEGTEEETOEERITH
<THDTI A MERMEBOBRAEZEZIE Syes Pno B 5. AL, 1am very tired. - Yes, [ am completely
exhausted. ¥ You are not coming. No, you are surely not. 72 &, L <3, Halliday (1994: 92) &M,

25 Ishould think @ 1think i3, BESMAMEBEOESRZEM T, CRARICET 4. ASBREMD
NEAHR T, HANEEOESREMICB2INTWVLS, LEMERIZ DV T Halliday (1994: 340-367)
B,

26 #SHIEIZ DV T2 Halliday (1994: 308-339) 8. & 5IZFF L <2 Halliday & Hasan (1976, 1985) &
.

21 27 A b+ 2@ Where did you get it, father?- I picked it up. & Is it a wild one?-Yes, itis. IZ38(1% you -1
& it (=the rabit)- it OMICIIWE LOR VMDD, 5568, BEMR LOBHEROBRITAETH
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D, MEERLOBRBIIEBTHS. LHLLadS, you-1DESIIMANHEEMERONEEE S Ek
T2. COZLER, T7AF3DyouildHTIRES. ZDOLDITHARNHAEIERDYSEIGEHEMNK
DEHER (FMEEEBOMELZED) 258413, THEEMRNSESER interactive participant) &
U, ENLADHOE MRRE NS 5BE represented participant] ~EATEHN TS E LW, BE5E
FEOZDESBEMIZDOWTIE Kress & van Leeuwen (1996: 46) 2,

28 EMBIAIMBIBNT., MBORMOLD ICHEEE (EE—EHRET) N3 Ta&fico
WX, Halliday (1994: 68-78) £,

29 WMEOIORRR, 74T vt OBOEMOLESAMELIFE-BTE. vF4ITotb,
EEOBAEIL. o ARERZER &R ESWENERZEMOBAIZBVWTARAENELEAShTED,
NTHOFERERIZBNWTRAZN2EEOREVOFOLSIZEHLTWVS, The speaker
contextualizes the clause by setting up part of the clause as its own local context or the Theme. (FEFH P RE) The
local contxt is the point at which the clause departs from its own history and moves forward, semantically speaking.
The local context set up for the clause, its Theme, is oriented towards the preceding discourse - towards what the
speaker has already said; and it constitutes the point of departure for the next step in the development of the
discourse. The orientation towards the preceding discourse embodied in the Theme can be achieved interpersonally
as well as experientially: (i) The Theme may relate to the exchange environment of the clause by specifying the
clause’s contribution to the evolving exchange in a dialogue - by specifying by what kind of interaction the dialogue
is being moved forward; and (ii) the Theme may relate to the representational environment of the clause by
identifying the participant or circumstance (occasionally process ) that relates most closely to the organization of the
evolving representation of experience. Both of these aspects of the clause's environment may also be presented
through textual resources of CONJUNCTION .' Matthiessen (1995: 514-515) LH&2WL., 54 I w11
TEREERIC. TR (FE) B2CH5308bN3 L5112, EWOREICIE. ETEHERROBSER
MEEOWEZH DT NERSRWI EE, ZOXSICLTRESE - EBEENSEORIRICBIE
BLEROEMOBELZE-TWHEVS T &3, HFWL TV, L <I3 Marthiessen (1995: 513-
617) 2,

30 BMRERMAEIR T, BMEMROBED TR E LT, S50 - BN logical
BESTFETDIE LTS, ERBAMBEDR. EEChETTHSMENBEE L TERLTEEDOD
T, BOBEMEIZHHDE2bOTH2, BEBRENHBESL OO}, E—0liTi3R<. Hls
clause complex IO L5 HOT, BHEHOMOBEAMMERNLIREUOZEETHRMNBANS L5 580
TH2. FWMTOESTHONI T /A ORENEFHNTEREX A 2BRERLZ &, HoRSE
AR EZMEICE T, HEHORREOEROA 20K L TH0ICML, REMROBER. &UO
<HHEEOEWMBERELSA Q8 %I T. L <3, Halliday (1994; 215-273) B,

31 '..inits role as a representation, the clause sets up a model of human experience, in terms of processes that
take place around us and inside us. Now, processes are construed by the grammar in terms of three components: the
process itself; the participants in that process, like the Actor and Goal (...);and any circumstanctial factors such as
time or place. The principle relevant to the thematic structure is this: the Theme always contains one, and only one,
of these experiential elements. This means that the Theme of a clause ends with the first constituent that is either
partcipant, circumstance, or process. Since a participant in thematic function corresponds fairly closely to what is
called the 'topic’ in a topic-comment analysis, we refer to the experiential element in the Theme as the TOPICAL
THEME. (...) Conjunctive and modal elements are outside of the experiential structure of the clause; they have no
status as participant, circumstance or process. Until one of these latter appears, the clause still lacks an anchorage in
the realm of experience.’

32 FEOBREBORBNELTRELE NDWT (B<x3) | bFEOEEMEEREIhE (Th
PORRBREE~IOVWTERET) b, COFBENEBOFECE< LD TWaES5icBbh
S.

33 TEARIICTTIZ) WS RBIT. MUEOTHERMEEZERXT20TIIA<. HENBELESR
SNLHLENHDH. ZORLTLUELITRMALH &R ERMT 2 ZRANBEZLEL TS, Chbidm
MEFPOPT<TEHIROTHoT, H<ETHRENVMEFRE LS THL W, L T. AVHEEMD
MEFRIE. FMAOMETIZ<RENMRELTESARTNER SRV, EXEL., BREREBER
wEEAERAR AT XS5 EBEITE, ERXMOBIGIZRMN BRMECRR LB g
TE 67\,
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34 whiRMIBOWE, T8 OV EMOTE) OWIEEE-> TLIEELUAOEBEME OB,
What did the hunter shot? 5> Where did the hunter shoot the bear? @ X 52 whEzfimEhn s &, WHHICACE
ENDHTEITRDN ThoRAEROEEL IRk, ZOWMAR. what & where iZENEHARNM
ROBHSERE MR CHRRER BT 20w 5BSMRNERETSH S EFIFIC. wh &0 53 AMOEREE
CRTSERTLHH20T. tAMEEERI-REEZhTHAREOEE LIRSk N,

35 WIAKRORSME = D2 Ti3 Halliday (1994: .292-307) 22,

36 TNTNOASWEICRT 2EROHMIcDOTIE, Halliday (1994: 48-54) ZB M. &8 iz
DT & SIZF# L <Id. Halliday (1994: 323-330) 2.

3T FOZAPEAMRECRTSERERIT. ERFAOLSICT0OLHD S REMEIARKEENICEE
LTWSHWAIZ, H2NCEEORMEZESHO LH2),. HHOMBICREZN 20 E50T. &
CETHITDERICEMOREEZHADOELZ - LEBRTENEINTLBDTH-T. ALFVALE
REASBECR T58RHERTHILE, THOBEZESLVWSZLRFEFSENOEREZOT
b5,

38 EHRICEETNACEROEEEOHELDIZDOWTI. Halliday (1994: 52, 61) B8,

39 Halliday (1994: 55) £,

0 F—MECEREERSZ LHAELBSHLH D, WAL, RENEREROBE. well yes &H
OKnow QL SICERS T EMTE S, Downing (1991: 127) B,

4] HBOETH., IAOMHEE S5O VEEECT—YIIMEMEiGROTM (LRCTR, 50
RTNSOEASTHEOEM) & OMGMERIZFEET 5. John won't come, will he?® X 575, {HIMEER
LbHLMOBMBIR LADTENTED, FHEER - (MEEMER -0 @HMEICOWTIE. Halliday
(1994: 73) 288,

42 TITHEXTULEDOASMED SAERE VI 0IR, H<ETHHOEEARIIHIDIBO
THoT. THEANOBRESCRZO@BE 2RI TIRESHVIENHS,. MAE., AERT o<
530 £ ThDOTBnE6oL2FETh] R MBLEnCE] & TALSTBEEVDET) LES5HESE.
BEMENICIFR CE%RTH 24, dAMICEERSRLS, @REEELWTh AR T, BEYd
BHIIMETIE <3/ LWEoL+23) , BEFTIR TW/F1W3) THD, RRERXIMETIE 0
D/0WDI5), BETR BLE/Br5128) TH5, BemBEOEkEMTRRACBHE
ETHEIZ, SAMNBECEREM CRHEEERAOHFELEOLICHFRTINICL > TRAESEKRE
HHETWNEYN, ZThoDRES A FYREICETS E%iZ, WhiI—DOMBICEEAZETWADT
$%. B TH That man didn't even try to help me. ZThat fucking bastard didn't even fucking help me. Ti3.
BEMERED BESREMTREAL E%TH5H. HANNEEOEREMTIIRS FOLHZERH R
755,

43 Y FZ-lEOH5#HSFHE T, We have to go for a doctor, but. @ & 5 1T though TiX7z < but A€
DEFREENDEITHS. ZOWME. We have to go for a doctor, however. O L 5 IZFEHe(T MR IZ K =
BADBZLEBHUETH B,

44 Berry (1996: 56-58) iX. MR ERSNHOLNTERBIEIREAEISERTIEBE. DXDENW
T WAL unusual position IZBEHIZHENE L. BROBMNOBATHAMOBIEE2HEELHBT
W3,

45 Z @ORKESIL. To remain healthy, I do three things. First, sometimes | do no work in the morning. Next,
usually I do no work in the afternoon. Finally, always I do no work in the evening. @ & 512, K%} i %= &
HIIRELSWESHIVERATHS.,

46 Halliday (1969: 86/1981: 142) Tid. FAMICHBIT 2T ML B - THFOMWMEZLZME 2 1284 conflate
SHLIFMVREZNTVAY, BEECHAHTIIESTH2O00MFHTH S, Matthiessen (1995; 540)
T, EELEBOSHEOFENRENTNSY, BS5EXRLOMMDDRESELFEENRT AL,
47 Hasan & Fries (1995) %° Ghadessy (1996) 7z £ T, ¥EOMEEEPNIZEDBITTS.

48 Fries (1995) &8,

49 Downing (1991) ®EFLFRC S5 ZMEREEZL. MRREZHREL TLSH, PROVTHTHER
MEDESERL FBORUOEN OISR AN ODLWTORNEBZ bhTWwialw, 0
i, MFEOTEOSOMVWOEEL EARBEEI N TV L,
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Theme of a Clause in English:
A Reconsideration from the Metafunctional Perspective in Systemic Functional Theory

Noboru Yamaguchi
Tohoku University

The present paper is a preliminary attempt to reconsider the meaning and function of the Textual
category of Theme in English from the metafunctional point of view in the theoretical framework of
Systemic Functional Linguistics. In An Introduction to Functional Grammar (IFG, 1994), one of the
most important and stimulating (and perhaps sometimes irritating) writings both within and without the
systemic functional linguistic circle, Halliday identifies Theme as 'that element which comes in first
position in the clause', defines it as (functioning as) 'the starting-point for the message; it is the ground
from which the clause is taking off’, and glosses it as (meaning as) Tl tell you about. . ..

Halliday's definition and glossing of Theme do not seem to cause any problem and may go hand in
hand with each other, when they are applied only to the declarative clause. For example, you could
safely say that ‘the hunter shot the bear' tells you abour ‘the hunter' and ‘the bear was shot by the
hunter’ tells you about 'the bear'. But if we move away from the declarative clause with unmarked theme
toward the one with marked theme and the clause of other moods, interrogative and imperative, the
coupling of the definition and glossing tend to become ever more problematic. For example, you can not
comfortably say that '(how) brutally the hunter shot the bear(!), or 'shoot the bear the hunter did' tells
you about "(how) brutally', or 'shoot the bear'. Nor can you say that 'Did the hunter shoot the bear?' or
‘Where/when'how did the hunter shoot the bear?” or 'where/when/how?' tells you abour 'did' or
'where/when/how'. But this is actually what Halliday seems to be proclaiming or at least suggesting,
which really causes a serious problem to be solved.

Halliday's misinterpretation of Theme as meaning 'T'll tell you about. . ." has its origin in his earlier
study of this category: 'Notes on transitivity and theme in English’ (1967a,b and1968), where He defined
Theme as (functioning as) 'what I am talking about/what is being talked about, the point of departure as
a message’. At this early stage, Theme was equated to the 'topic' which could be talked about in the
clause. Although the definition of Theme consists of two parts: 'what I am talking about/what is being
talked about' and 'the point of departure as a message', the latter was simply elaborating on the former,
not extending it. In other words, they mean the same thing. By contrast, in Halliday's most recent
definition of Theme in /FG, the two parts do not elaborate on each other, but extend each other, meaning
different things. This has been, to be sure, a great theoretical improvement upon the handling of the
concept of Theme in the right direction. Halliday has decoupled or dissociated the two parts and retain
only the latter part for the definition in SFG. Halliday has rightly acknowledged that Theme is not so
much 'what I am talking about/what is being talked about' as 'the point of departure as a message'. But
strangely, Halliday's actual description and explanation of the category seems to have undergone less
substantial amelioration so far, to my knowledge.

The main reason for this defect is that Halliday has failed to recognise the role of Theme when a
Participant in a Process is to be picked as the element carrying the function of Subject. A Particpant has
to be put at the clause initial position before it can carry the function of Subject. But no Participant can
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be put clause-initially, unless it is given the function of Theme. Therefore, it has to picked as an element
which can carry the function of Theme, in the first place. If this reasoning is on the right track, - I am
sure it is when it comes to the structure building by systemic feature selection - every mood carrying
(declarative, interrogative or imperative) clause has an element which carries the function of Subject,
and which, inevitably, carries the function of Theme. And the very Theme which is conflated with
Subject is unmarked, while otherwise the Theme is marked.

By this recognition of the Subject-conflated Theme, which belongs to Ideational metafunction, it
becomes possible to re-allocate T1I tell you about. . .', along with 'T want you to tell me whether or not'
and 'T want yo to do something' etc. to the Interpersonal metafunction. And by recognising these two
different metafunctional Themes, it also becomes possible to demarcate those tri-metafunctional thematic
territories of a clause which contribute semiotically to the coherent and cohesive development of text of
the discourse.






