Ministry of Higher Education and Scientific Resdarc
KASDI MERBAH UNIVERSITY -OUARGLA-

Faculty of Arts and Huma8ciences
Department of Foreign Languages
English Division N° d’ordre:
N° de série:

\ f J Dissertation submitted in partial fulfilment
of the requirements for the degree of

MAGISTER

OPTION: COMPARATIVE STYLISTICS

By: Miss. SAADOUN FARIDA

Theme

-

Stephen Dedalus Linguistic Maturity by
Sentence Growth Complexity
In James Joyce's
"A Portrait of the Artist as a Young Man"

Submitted on April 1, 2007
Before the Jury made up of:

Chairman: Pr. LAHOUEL Badra (University Gfran)
Examiner: Dr. MOSTAFA Sba Zoulikha  (University of Oran)
Supervisor: Pr.Bouhadiba Farouk (UniversityQraan)



Table of Contents

Dedication i
Acknowledgments i
Abstract i
Résumeé Y
=nle vii
List of tables viii
Diagram and figure IX
General Introduction
Chapter One : TheTheoretical Debate
1.0 INtroduction ......coiei i e, 14
1.1 Definition of SYNtax........c.oovviviiiiiiiiiiiiiiieieiee e, 14
1.2 The Role of Syntax in the Study of Style ............cceeiieiiinn. 14
1.3 Sentence Structure and Sentence Construction.................... 16
1.4 Grammatical Categori€s .......c.ovviii it it 17
i R I =T ] PP I 4
1.4.1.1 Definition.......covviiii i e L
1.4.1.2Tense SYSteM.......ccoieiiiiiiiiii e, AT
Y o o > PP o |
1.5 Sentence/Clause: conceptual complexity ................cceeeeeee. 18
1.6 SENIENCE TY PO .ttt e e e e e e e e 21
1.6.1 The Simple Sentence.............coooiii i e, 21
1.6.2 The Compound SENTENCE........ccvivii it 2 2
1.6.3 The Complex Sentence..........cooeeviiiiiiiiii i a0 22
1.6.4 MIXEA TYPES ... vt ittt it et e e e ee00n 23
1.7 Types of Relationship between Clauses .....................ceeeee.l. 24
1.7.1 Linking (Coordination)..........c.ovviieiieieiiecie i e e e e ee e 25
1.7.2 Subordination (BiNdiNg) ......ccooviiiiii i 25
1.7.2.1 Markers of Subordination.................ccov v vennnn. 26
1.7.2.2 Finite, Non Finite and Verbledau@Ges........................ 28
1.8 Types of Interdependency: Parataxis and Hymtax................ 29



1.8.1 ParataxiS.......coovuvieiieiie e i e e e e e e e eenneee. 30
1.8.2 HYPOIAXIS ... oot eee e e e et e e e e e e e e et e e e 31
1.9 The Logico-Semantic Relationship .............cccooiiii i, 31
1.9. 1 EXPANSION ...ttt e et e e ettt ee e e e e e naanees 32
IS o 0] 1= o1 1 0] o U ¥
1.9.3 ProjecCtion TYPES....cuuit i e e e e ee 202038

1.9.3.1 Quoting (‘direct speech’): vertralcess, parataxis .......... 38
1.9.3.2 Reporting (‘indirect speech’)ntaéprocess.................. 39
1.9.3.3 Free Indirect Speech..........ccccoviiiiiiiiiii i e, 40
1.10 Developmental PSycholingQuIStICS.........cooovii i e 41
Sl O 1103 ] 1 o 43

Summary and ConcClUSION ..........vviiiiiiiiiiieiece e, AT
Chapter Two: Corpus Analysis

Results of the Findings and Tentative Interpretatio

2.0 INtroduCtioN.......ov i e 49

2.1 The COIPUS. .. e e e e e e e 49

2.2 Description and Analysis of Different TypesSifuctures ............ 51
2.2.1 Description an Analysis of Simple Struetu....................... 52
2.2.2 Discussion and Comments on the firstdpss.................... 65
2.2.3 Description and Analysis of Paratactim&ures................... 70

2.2.4 Discussion of Paratactic Structures w.ee..ccecovvvvieeneen. 16

2.2.5 Description and Analysis of HypotacticuStures.................. 80

2.2.6 Discussion of Hypotactic Structures ..... coweeeeeveeeeee... 109
* Recapitulating Comments..........cccovivviviii e e, 115

* Conclusion and Summary..........cccoceviiciiiieiecnenenan. 120

Chapter Three: Stylistic Features

Use of Parataxis and Hypotaxis

3.0 INtrodUCtiON.......iviieie e e e 125

3.1 Stylistic Features and Markers.............oooi i, 125
3.1.1 Style BOrrOWING......cvoiiie e i i it e i ie e ne e eeeee. 125
3. L2 MiNd SYle. .o 128



3.1.3 Interior MoNOIOQUE........ovvii i e e 132
3.1 A EpIphany... ..o, 135
G0 ST A= T - 4T ) PR 16

3.1.5.1 Focalization and Point of View...............cocoeivenis 138
3.1.5.2Tense Selection...........cccoviiiii i e 139
3.1.5.3 Speech and Thought Presentatia....................... 140
(i) Direct Speech.........cooiviiiiiii e, 140
(il) Indirect Speech.........cccooiii i, 140

(i) Narrative Clausasd Parataxis........................ 141
3.1.6 CONVErSatioN ......c.ovvuiiiiieii e e e e e neeeneenn 141
(@] o To3 1] 0] o [ 148
Chapter Four: Pedagogical Implications
4.0 INtrodUCtioN ......cciiieie e e e e e e e e eeneee. 150
4.1 Teaching Syntactic Maturity through Sentencealioing: early
Observations and Objectives.............coeevviiiiiiiiiiiieiieeeeeenennn... 150

4.1.1 Conceptual Framework of the Sentence-CoimipiTechnique... 153

4.1.2 Some Suggested Procedures..........ccvvvviiiiiiii i i i, 157
4.1.2.1 Masteryof Rules...............ccociiiiiiiiiiiiiieieieeee. 157
4.1.2.2 Practice of Rules: hints fromtlogel.......................... 159

* The "Stick ACtiVIty" ... e e, 159
*"Break and Build" ACHIVItY.......cccoviii i 161
4.2 Linguistic Competence/Literary Competence .......wmeevven.... 166
4.2.1 Stylistic Features and Markers ...........ccoceviiiiiiiiieiennnn. 166
* The "Baby Talk" ACHVItY .......c.oooie i e e 166
* The "Body Talk" ACHVILY ..o e 170
* The "l (s)" (eyes)" Activity: focalizatioand point of view ........ 173
* The "Flow/Memories" ACHVILY.......ccooviiiiiiiiii i 175
* Stylistic Traits/ Biographical Traits Agtty ................c.conis 176
(@) 1o 11153 ] o 1 P 177

General ConClUSION ... e e e e e e 179

Bibliography



Dedication

To my mother and father

To my six brothers and five sisters especially the twins
Ismahane (Monni) and Asma (Abir)

To my friends Nadia (Nanow) Moufida, Amira, Keltoum,
Fatiha, Aunt Hayat, Darine.

To Nadir, Faycal and Ayoub

Farida.



Acknowledgments

This work would have never emerged without thatigbution of three
persons.

First and foremost, | wish to convey my deepeatiyrde to Prof.

F. Bouhadiba, my supervisor, for the inspirationhdve derived from his
knowledge in the area of linguistic criticism andlet field of research
methodology. His stress on pedagogical implicatiemsne understand the great
responsibility of the teacher of a foreign languaggain, | learnt from my
supervisor that every field of research is of gleatefit for us and we should not
limit ourselves to a narrow field, though focus some language elements is
necessary in research papers and projects. | leagpportunity and privilege that
| was able to undertake this study under his sugierv. | have a very special debt
to him for his understanding and patience.

Second, | wish to express my deep indebtednessytdear father who
provided me, at this age of thirty, with financredlp and moral support on many
occasions | was about to give up the present shedyuse of my deteriorating
health conditions. For you, | say thanks Dad aadhlcarrying on my studies to
pay you back for your efforts.

Third, my deep gratitude goes to my mother whaoifseed herself for my
education. She was the only person who did nopsieghts and nights during my

stay in Ouargla.






ABSTRACT

This study investigates whether there is apadrility between the type of
sentences used by the heroAnportrait of the Artist as a young maand his
developing maturity or competence.

The study focuses on types of relationship betvetemmses ( structural and logico-
semantic ones) as a means to clarify the possypladtic arrangements a long the
novel and their possible interpretation.

Thus , the study attempts to answer the followeggarch questions:

1- How did Joyce proceed to express his hero’s matthribugh his selection of

types of relationship between clauses?

2- Does the move from simple and paratactic constsad¢twards hypotactic

ones really reflect the hero’s developing lingaistompetence?

3- What are the most important reasons and effectstaém out of the use of

those different structures?

The study builds upon works and finding$iafliday’s Functional Grammar and
some developmental psycholinguistic( Piaget, 192 in order to mismatch the
psychological and mental state with the grammaboal.

Results show that:

a) Simple syntactic structures are frequently usethbyhero when he was a
child( only 29,73% of complex sentences) the syidatmplicity is on a par
with the semantic one.

b) As Stephen grows up and is exposed to more expeseand events, he shows
an increasing number of simple ones(57,01% of cempéntences).

c) By the end of the novel, Stephen, the young akestps using complex
structures but we notice an increasing numberropka ones( paratactic)
(41,47% the percentage of complex sentences desiedsis is indicative of
the relative maturity of the hero and his returnnéancy” to start again his
life in exile. Infancy here is not meant to be bgital one but spiritual one at
the point of Stephen’s resolution.

As regards the teaching and learning of syntaxutiinditerature, the study
suggests the principal of sentence-combining withisapossible exercises.
Besides, some activities enhancing literary comuetere proposed.

Key words: Irish Literature linguistic analysis, stylistic analysis, linguistic
maturity, syntactic complexity, parataxis, hyposastylistic variation,
sentence typology, language expansion, buildingarom
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Literature still maintains its deserved place icer# approaches to
language investigation. Apart from the thematiclysis, literature is also a
potential field for linguistic, psychoanalytic anstylistic interest and
investigation.

The topic of the present study is concerned wigntttrentieth century
English literature. It is rather Irish prose in ttweentieth century during
which novelists have shown the changes in beliaf$ @olitical ideas. In
other terms, our investigation covers what is commdnown as recent
English literature. It is divided into some eras@ding to the development
in English literature.

Joyce's era is situated in the early decades of2ffeC and in
particular the years from 1910 to 1930. As stateBvans (1985:353), he is
a modernist writer: The early decades of the twentieth century werela r
period of creative innovation and experiment in Esiyliterature. These
were the years of what has subsequently come toalbed the ‘modern
movement’ or more briefly, modernism. It includasnés Joyce, T.S.Eliot,
Ezra Pound, Wyndham Lewis, D.H. Lawrence, Yeats,.who published
most of their best works between 1910 and 1930

Irish literature, in its new forms, was and stlla vital element of Irish
life as it depicts the Irish legacy and the Iriskstihation. The term “lrish”
literature is used here to mean that Ireland hasngiGreat Britain, the
English literature and the world its most importamiters. Evans (ibid: 280)
states:'James Joyce and D.H. Lawrence were the most @igiavelists of
the century .... Joyce like Shaw and Yeats, wak"Iri

Irish literature has then flourished, thanks to usiters who
represented the Irish Literary Movement. Lodge £t295) points out that:
“...at this time, at the turn of the century, Irighiiting was in an exciting and
fertile phase, especially in poetry and drama, wité work of Yeats, Synge,

Russel, Lady Gregory and others”.



In spite of this, Joyce has chosen to connectdiinds the European
modernist movement in Art and ldedfbsen, Hanman and d’Ammunzio
were the writers who fired his imagination at tipatriod of his life” (ibid).

One can say that Irish literature should perhapsigen in Irish or
Gaelic, but this is not the case as Joyce choosgbsk. He recognizes that
he uses English as a medium without succumbing titisB cultural
imperialism. He thought that he had to escape ttwrframe of the national
cultural movement in order to find his own voiceaasriter.

So, even if Joyce has written in English, he hastal all his work in
order to give Ireland (Dublin) its meritable valuAnthony Burgess
(1993:219) states..." Joyce shows himself to have found a positieedr
man must believe in the city (symbolized by Duplihg human society
which must change, being humdn...

To a great extent, Irish literature tries to reffldee voice of the Irish
community and it tries to be a medium between tigdvidual and his city.
Represented namely by Joyce's works, the Irisfoficshows how a nation,
an environment and language all contribute in chapgn individual. The
Irish fiction, represented again by Joyce's wohqves the state of mind of
the Irish individual and his desire to be indeperigitee and autonomous, as
it gives us a comprehensive account for the diffekends of conflicts inside
the hero's mind and spirit before being transfemwatkide to the society
itself.

These are some questions that should deesged in this vein. We
shall concentrate particularly on issues such as:

- Why the novel as a genre?
- Why Joyce as a writer?

Allen (1991: 14) signals.‘when we read a novel, we find here a close

imitation of man and manners, we see the very weliexture of society as

it really exists, and as we meet it when we corteethre world. Before this,



he refers to the importance of the novel as aalitegenre and as a fertile
terrain for various types of deep criticism inclglilinguistic and stylistic
ones.

Allen (1991:13) carries on saying..“For the past two centuries, the
novel has been the major prose literary form in lé&ngd..”

Moreover, Bakhtin (cited in Lodge, 1992:183) defirthe novel as:
“The type of discourse and a frame of mind by irgemwng a variety of
different voices and styles and by questioningdaiblogical systems...

The choice of the novel, again, is supported byntlagor thrust of our
study which is the investigation of the sentengeesyand their linguistic
indications. Since we shall try to see how the hgams his linguistic
maturity throughout the novel, we think prose (ahdrefore the novel)
would be most suitable for the present study.

- Why Joyce as a writer?

Here we come to a very strong motivation and irstecé our own
towards such a writer. Indeed, Joyce is a writeowlwe always tried to
avoid and feared reading him. In fact, before negdloyce, we have read
about Joyce. We have met him in every book of ety of literature, of
literary criticism, of stylistics and even of linigtics. Joyce was and still is in
the scope of interest of every one who tries toaexiianguage secrets

Joyce is an expatriate Irish writer and poet, andidely considered
one of the most significant writers of the"™20.

Joyce was young when he began to publish his wekpite this, he had a
great readership and he even impressed positirelynbst known writers at
that time.

Lodge (1992; 135) says: “Every one who met the godayce was

! Jacques Derrida discusses his indebtedness te doyd@wo words for Joyce". Julia Kristina has paid
special tribute to Joyce in her theoretical wriingn literature; Northrop Frye, Wolfgang Iser, Umibe
Eco, Frederic Jameson, have all written importaxtiston Joyce. This interest includes also those hetve
reacted against Joyce like George Lukas and Cata8juing who have recognized his importance.

3



struck by his extraordinary pride, arrogance arnflcemfidence. «There is a
young boy called Joyce who may do something; GeBuysgsell wrote to a
friend. He is as proud as Lucifer and writes vepsasect in their technique
and sometimes beautiful in quality». In a lettelymats, Russell wrote: “The
first spectre of the new generation has appearedn&me is Joyce. | have
suffered from him and | would like you to suffer”.

The more we get acquainted with Joyce's life antkwihe clearer it
becomes that he was a man that merits intereshaadtigation.

“Reading Joyce is an activity which extends frone tmall-scale
pleasures of appreciating the skilful organizaticend complex
suggestiveness of a single sentence or phraseettathe-scale project of
constructing a model that will impart unity to antiee book...” Attridge
(1997:3)

“To read Joyce is to see reality rendered withbatdimplifications of
conventional division”. Ellman (1965: 04)

“Joyce iIs the most international writer in Englidhe shares with
Shakespeare a global reputation, but unlike Sha&leesp he crossed many
national boundaries in his working career». Attad@997: 1X)

“Every writer of fiction can learn from Joyce whethstyle or mode
they favour”. Lodge (1992:125).

We are not aiming at writing about Joyce's plac# arhievements in
the modern time but in any case, each one shouwd kiong motives to
choose a given writer. In fact, if we keep on hgtthe motives that led us to
choose Joyce, it would take us too far a field. $Mppose that every one
who is interested in literature, literary criticisstylistics and even linguistic

studies has certainly met Joyce through his reading

Indeed, Joyce's ability to deal with the Englishgaage as a main



vehicle to reflect his "lrishness" was of a greahgine and made of him a
great writer with a different way of writing.

As to the importance of style in conveying the magss we may
consider that Joyce's novels, in general, try masthis member of society
under all religious, social and psychological puess and how he comes out
with his own view about art and life. We think thadyce's first novel
“A Portrait of the Artist as a Young Mar is a good example of this.

The language of James Joyce is so dynamic thehdsl the reader to
live with events and to be as close as possibteédiero. The vividness of
“A Portrait of the Artist as a Young Man(hencefortHA Portrait’) lies in all
those ups and downs of the hero and his interchgndjscourse along the
story. Joyce tries to give an account of his her@turity by showing his use
of simple flat sentences at the beginning and Isyusie of more complex
ones by the end of the novel. In this respect, \ag say that Joyce is leading
the reader gradually to understand the title ofnibneel.

“A Portrait” is a bildungsromand that traces the growth of Stephen
Dedalus from infancy to young manhood. It is anobiggraphical fiction
used by Joyce under fictional names as a meardfglistification, proving
to the world that he was right, but Joyce's final @ this novel is not only
to prove his being right. He shows his hero's gieigvith an adult world
which tries to impose on him a certain way of Eed behaviour. On the
other hand, Joyce shows his hero's foolishnessrantturity through his
speech.

“A Portrait” was written in a style with the absence of thehautwho

2 Preceded by an unpublished "Stephen Hero", thievinsion of Joyce's autobiographical novel whiasw
rejected by publishers and then thrown by Joydherfire but much of it was rescued by his wife.

From Greek: Formation Novel. This is a term moréess synonymous with Erzeihungs roman. Literally
on "Up bring" or education novel widely used by @an critics, it refers to a novel which is an actoaf
the youthful development of a hero. It describes pinocess by which maturity is achieved through the
various ups and downs of life.



preferred to let the reader be close to the hedohas voice. Joyce has run
through a series of stylistic changes so as to mthie style at every stage to
Stephen's developing maturity and to the changbssiattitudes and feelings
shown through the development in the complexittheflanguage he uses.

The change in Stephen's language (the move fronpleishort
sentences to long complex ones) is quite normal iagditable since it
reflects an individual growing up and exposed teaald full of oppressive
rules. In fact, Joyce's stylistic progress can ketched out by considering
Stephen's remembrance of his infancy and childhAsedhe complexities of
life affect Stephen's mind, the style becomegtle l¢ss spare and childish.

Structurally speaking, we may say that Stephemguage starts
getting mature when Joyce has begun to show henpat for becoming an
artist.  Attridge (ibid) says in this respect: “Ahe end of each ofA
portrait's' five parts, Joyce uses elevated language tgesighat Stephen
achieves a momentary insight and intensity throughtransforming
experience ". The language complexity also liesStephen's emotional,
artistic and psychological development.

Throughout this work, we shall investigate the baslement upon
which our observation is made about growth compfeand maturity of
language the sentenceBeing semantically more self-contained than any
other unit, and being easy to identify, the sergemcJoyce's work is an
important stylistic feature where he tries to plitheés linguistic genius at
work.

Throughout reading Joyce's novels, we have notedliktinct way in
arranging his sentences, almost all of which amg.loThe case irfA
portrait" is that Joyce has modified his sentence typeseamgth so that we
can move with his hero from one developing stagantuther.

The analysis of the novel is stylistically basecde Wvink that Joyce is a
writer who should be approached differently. Al{@891:342) states: "There



IS no doubt that novelists such as Lawrence, Radaar, Woolf and James
Joyce are with an entirely different and new apginda the art of fiction".

Departing from the aforementioned statement, weehavsay that
modern prose and modern writings in general, neduktviewed differently.
Classical approaches have almost been imprisondteithematic analysis,
but literary discourse needs other types of analy$ence, stylistics suggests
itself as an adequate alternative to show whicguage patterns and features
do occur in a text written in a given of social teodt.

Moreover, we think that the use of linguisticsiterary interpretation
would give the analysis more objectivity. Lingugsttriticism shows the
particularities of a writer and depicts throughdaage structure and use how
a given text can be a Shakespearean one or a dogoeaCrystal (1974:09)
points out that: “Style may refer to some or altlod language habits of one
person as when we talk of Shakespeare's stylbeastyle of James Joyce ...
it refers to a selection of linguistic habits, tlwecasional linguistic
idiosyncrasies which characterise an individualisiueness™”.

What remains to be said about stylistics is thagivies the text a
linguistic value as well as a literary one. It rerglthe text as a means of
communication and through the investigation ottige the reader discovers
the socio-cultural environment of the writer, hgg/ghe, his ideology,...etc.

Everyone believes that the stylistic study is adkiof permanent
dialogue between the reader and the writer throagbiven text. This
dialogue is achieved thanks to four levels: thd,tthe sentence, the word
and the sound.

The work of James Joyce remains, at least for usiodel for a
stylistic investigation especially if we know thats about an artistic young
man growing up in an insensitive family and a Heséinvironment, all of
which makes his original style.

To talk about style of one text is to talk aboutueence, pattern and



frequency of a given linguistic choice. Our conckenme is to account for the
types of sentences used by Joyce in his n@vebrtrait". So, our choice is a
subject of variation since there may be a multipliof styles within the
same work.

Hence, the theme of our study is mainly concernédl & changing
stylistic element which is the sentence from simpleomplex (in functional
terms: parataxis and hypotaxis).

So, the linguistic piece we want to concentratasonot a stable one
but it is reflective of the novel.

Leech and Short (1981:67) stand for the previoaa:idSome stylistic
features are themselves variable, for examplegseatcomplexity”

Beginning with the sentence, its choice has note@nrandom as
Crystal and Davy (1974:43) say: “This is generatyeed to be the most
convenient point of departure for grammatical irigggion”. This novel is
about Stephen's developing maturity exposed thrdughmemories and
experiences.

The first stage of Stephen's life was but baby. dlken Stephen is at
school his reflections are framed in short, plagmtences, direct, never
complex in syntax, never decorated.

In further stages, Stephen's thoughts are presemea@ more
sophisticated style expressed by more complex sease showing his
growing linguistic competence and his ability topesss his ideas about
language, art, religion, politics and the nation.

The development of the language of an individuasgtihrough many

stages and this is in fact the caséfportrait”
The theoretical justification for such a linguisticaturity arises from the
requirement that a grammatical theory must be &blaccount for how a
child is able to develop a system of grammaticldsuhat will generate all
possible sentences. (cf. Chomsky, 1957/1965)



The use of different types of sentences throughbet novel is

according to his hero's growing competence.

In this sense one may ask:

1) How did Joyce proceed to express his hero’s mtatilhrough his use of

sentence ordering and sequencing?

2) Does Joyce’s arrangement of clauses refleclyrdad hero's developing

linguistic competence and ability to use more c@ax@entences in a variety
of registers (religious, artistic, political, phslophical...)?

We suppose that an account of psycholinguistics imedy.

Let us adopt Leech’s question: “Should a writer sisgple, one clause
sentence, or should he build his separate unitsnmire complex sentence
structures?" We shall make an attempt in what Wedlto clarify questions.

Trying to answer the research questions mentionsaveg some
hypotheses may be put forward.

1) The growing complexity of Joyce's sentence®iportrait' is due to his
hero growing up (natural cause).

2) If we try to link the method of writing with th&ructures being used, we
notice that'A portrait of the Artist as a Young Mars written in a narrative
way based on memories and reflections. In this esedsyce moves from
presenting the outer scene to presenting whatirgggm in Stephen's mind.
So, one may suppose that the linguistic complexatgs with the increased
complexity of the events.

3) If we examine the novel, we may judge that usoogrdination and
subordination is related to Stephen's state of n#d simple sentences may
appear in the late chapter besides complex ones .

4) The narrative text presents a « hierarchicalictire. So the frequency of
subordinate clauses for instance is related witleplstn/ Joyce's
psychological elaboration since it is not a matbérrelations between

characters as it is a matter of relation betweepl®tn and his psychological



state and events.
5) Finally, we suppose that subordination (hyp&pas a syntactic device in
used to make some ideas more important than othkese ideas are those
of a young man who tries to create his own voicg @nuse language as a
means of self justification and self representation

It is hoped that the results of this study will dhkght on the
importance of Joyce's style in modern writings aodencourage the
readership to rediscover Joyce and to prove ttexature is a good terrain
for investigating linguistic structures. So, if waderstand the language of a
writer and read it with a critical eye, and thea able to justify his use of a
given device, we think that the appreciation ofwwek would be greater and

the gap between the reader and the writer woultbbewer.

ORGANIZATION OF THE STUDY

This study is divided into four chapters that intdate together to
answer the questions set in this work.

Chapter One includes a theoretical debate about &ha called
sentence/ clause/ parataxis, hypotaxis and senstnumture.

Following M.A.K. Halliday (1985), we shall try teee the functional
role of such syntactic units, and we shall give own understanding of
Functional Grammar and try to open doors for furitheestigation by using
the findings of Generative Grammar and Psycholisties in order to give a
comprehensive account to the study.

Chapter Two sets out the methodological steps ef study and
presents collected data from the corpus with dpson, analyses, and
comments of simple, paratactic and hypotactic @daus

Chapter Three deals with some outstanding stylisttures used by

Joyce which seems, at least to us, to be linkea fgrowing linguistic
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competence. Some pedagogical implications are drew@hapter Four
aiming at increasing the learners ' syntactic nigtio help them develop
their writing skill by practising some techniqueghk as sentence-combining

technique and some other activities.
A general conclusion is set to show the importaoicéhe novel in

developing linguistic as well as literary compeinc

11



CHAPTER ONE

The Theoretical Debate

1.0 Introduction

This chapter is a review of the clause pattermsg® and complex
sentences) and an account of the relationship leetwlauses.

Prior to this, we shall give a brief review conaagithe relationship
that exists between the syntax of a language andttidy of style. A glance

at sentence structure and grammatical categoregssst® be necessary.

1.1 Definition of Syntax

A simple definition of Syntax is as Van Valin, dnd La Polla
(1999:1) state: “the term “syntax” is from the Amiet GreekSyntaxis,a
verbal noun which means “arrangement” or “settingtogether”.

Matthews (1982:1) (cited in Van Valin, Jr and Lall®o(ibid))
mentions: “Traditionally, syntax refers to the brhnof grammar dealing
with the ways in which words, with or without apprite inflections, are
arranged to show connections of meaning withirstrgence”.

So, the main concern of syntax is to check orgaiozaf meaningful
elements within the sentence. As a result of tlegvyone may safely imply
what that the upper limit of syntax is the sentebgavhich one can decide

upon what a normal sentence may be.

1.2 The Role of Syntax in the Study of Style

The field of stylistic investigation can be deligdtby three types
1- Style as being a deviation of the rule.

2- Style as being a frequency

14



3- Style as being the exploit of the syntactic or gratical abilities.

In fact, the third type was adopted by generasvsshce it is the right
entry to the study of the literary text and to fmgl out language
potentialities.

Syntax is essential for the study of language Sylee it deals with
the relationship of units within a larger unit ahdould give us more clarity
in meaning if acquainted with the analysis of seoés and clauses.

Hence, Vorshney (1980: 368) talks about how stghstof the
sentences can work. “Syntactic stylistics will exaenthe expressive values
of syntax at three super imposed planes: componehtthe sentence
(individual grammatical forms, passages from onedaabass to another),
sentence structure (word order, negation (mood)),eind the higher units
into which single sentences combine (direct, irdirand free indirect
speech, etc.)”.

Given the mature of the research questions (Howloyde proceed to
express his hero's maturity through his use of esmet ordering and
sequencing? And does Joyce's arrangement of claeflest really the
hero's developing linguistic competence?) the @hofcsyntactic stylistics as
a methodological orientation is very suitable far work.

Turner (1973:70) states that: “one purpose of thdysof syntax is to detect
and analyse ambiguity”.

As far as syntactic structures are concernednmehave many ways
of arranging syntactic units according to the mgeda be conveyed.

“For the student of style, a study of syntax wélVeal further areas of

choice in language” Turner (1973:70).
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1.3. Sentence Structure and Sentence Construction

When analysing an English sentence or an Englislusel at a
minimal level, we find in a full finite clause algact and a predicate.

The occurrence of the complement depends on tlediperb in the
clause i.e., whether it is transitive or not. Stile may find complements
following intransitive verbs. Again, the adjuncte aptional in the clause.

Now, the general structure of an English clause rnay SPCA:
Subject-Predicate-Complement-Adjunct.

In other terms, Van Valin, Jr and La Polla (1999) 3ive us a
conceptual definition of the clause by stating :tHéhe clause is a syntactic

unit composed of the core and periphery.

Clause

core Periphery

nucleus

As by illustration we may give the followintpuse:

Core Periphery

He broke the glasses in the garden path.

This definition makes the clause concerned withpasts where the most
important is the nucleus (the verb). Given this ont@nt the verb denotates
an action, an event or a process. Hence, a clansdysis will be defective

without investigation of the main verb.
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1.4 Grammatical Categories

Apart from the immediate constituents of the clawse are aware of
other aspects that enable us to detect the stalatomplexity of a given
clause listed under grammatical categories. We ioventvord order, mood,

voice and tense.

1.4.1 Tense

With tense, we are more to consider a categorycssgsd directly
with the verb. We gave details of tense at the egpef other categories
because tense is a striking feature in corpora figgatives and it is a
reinforcing concept of the writer's stylistic cheiespecially when presenting
memories, flashbacks and recalling past eventsndtiee in our corpus the

careful use of tense.

1.4.1.1 Definition

Tense is defined by Comrie (1993: 09) as “grammaased
expression of location in time”.

In fact, tense relates the meaning of the verb tima scale. To
answer what the meaning of the verb may be, welsstya verb may refer

either to an event or to a state.

1.4.1.2 Tense System

We encounter normally three basic tenses: prepast,and future. Yet
Lock (1996: 161) points out that "Some linguistim that English has only

two tenses. This is based on the fact that verbsbeainflected for present

17



tense and past tense only. As far as context isezord, the selection of
tense is made according to the type of contextrdiiae texts are mostly
written in the simple past tense, or the presenpla. Descriptive texts are
typically treated with simple present whereas rnaeatexts may be

presented with different tenses.

1.4.4 Voice

There are two ways of expressing action processénglish: Active and
Passive Voice.

The shift in voice is necessarily made throughdtres that have a
transitive verb.

The choice of the passive voice depends on theelod a transitive
verb and also on context to favor the object byesttliising it.
The structural complexity of any English sentencelause lies also in the
type of verbs (transitive, non- transitive), theceoadopted (active, passive),

the choice of tense (simple, perfect).

1.5 Sentence/Clause: conceptual complexity

To give a comprehensive account of the sentenig wbrth starting
by delimiting the notion of the sentence and iffedent types.

To start with the problem of terminology, we hawectarify that the
sentence can be identified as a clause complexs €thn be clearly
understood from Halliday's (1989:192) definitionA “sentence can be
interpreted as a clause complex: a head clauseéhtrgeith other clauses
that modify it”. Still, the notion of the sentenisenot clearly defined, for it is
viewed differently by different linguists. Howevaypical definitions were

set as a “minimum complete utterance”.
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“The sentence has evolved by expansion outwards fhe clause”.
Halliday (1985:192).

bThis definition makes the sentence larger thanctaase. Still, the
minimum complete idea is there in both structurBisus, to choose the
clause as a key item for investigating both symacbmplexity and
linguistic maturity is workable.

Structurally speaking, the most important criterimn judging the
sentence is the fact that it has to be presentachadti-varied structure.

“In a sentence, the tendency is much more for dawyse to have the
potential for functioning with any value in a muttausal complex” (Ibid).

It is assumed then, that “the notion” of “clausenptex” enables us to
fully account for the functional organization ofetlsentence. “A sentence
will be defined, in fact, as a clause complex.” lidaly (1985:193). So, from
this moment onwards, we shall stand for the conckplause complex to be
the generic term.

“The clause complex will be the only grammaticait wvhich we shall
recognize above the clause. Hence, there will beesal to bring in the term
“sentence” as a distinct grammatical unit” (ibid).

This distinction between the sentence and the elaamplex will help
avoid ambiguity: a sentence is a constituent oftimgj while a clause
complex is a constituent of grammar. Palmer (1989)0%ates that: “The
sentence is the largest unit to which we can assigrammatical structure”.
He adds (1990:72) that: “The traditional grammaserve the term sentence
for the larger or ‘maximal’ sentence and talk abibwt sentences of which it
Is composed, the ‘minimal’ sentences, as clauses.

Furthermore, Leech and Short (1981:217) state: tkun syntactic
level, a sentence may be defined as an indepersyatactic unit, either

simple (consisting of one clause) or complex (cstimgy of more than one)”.
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Lock (1996:247) says: “The wordentenceis actually somewhat
problematic. In written language, a sequence afcttrally related clauses
normally begins with a capital letter and ends watHull stop. In other
words, the sequence is marked as beingeaténcé In spoken language,
however, one has to take intonation into accountyall as the presence of
conjunctions such as "and", "if" and "so long as'tlecide whether clauses
are structurally related or not. In addition, awsstce of structurally related
clauses in speech might not be acceptable as ensenin written language.

Lock (1996:04) goes far to mention the term “raakt to say that: “it
Is useful to retain the term sentence for the rsglmank of grammatical
organization in both spoken and written English”.

Again, Leech and Svartvik (1974:288) define serdsras “units made
up of one or more clauses”. So they make the distin between the
sentence and the clause by considering the sengdacger unit.

For Halliday (1985, 193) in the analysis of a venittext, each
sentence can be treated as one clause complexalCagd Davy (1974:110)
try to avoid the overlapping between the notiorlatise and sentence. They
state: “...if utterances do reach any substantiajtlenit is because of this
phenomenon of loose coordination. It might be beitedeed, to refer to
such a feature without using the term ‘sentenceiliattalking instead of
“clause- complexes”.

We won't fall into the trap of notional complexityhat is important
for our work is to analyse types of clauses and tieéationships in terms of
structure and logico-semantic relationships. So, stwll adopt both

Halliday's terms 'clause complex' and 'sentence’.
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1.6 Sentence Types

We shall see the types of sentences existing glignin terms of
their structure. After that we shall adopt Hallidaglassification of types of
interdependency between clauses to try to use thettme analysis of the
corpus. In all, what concerns us is the structdith® sentence or the clause
regardless the appellations i.e, a parataxis @ngound sentence are equal

and a hypotaxis or a complex sentence are the same.

1.6.1 The Simple Sentence

Leech and Svartvik (1974:288) state that: “sergenmontaining just
one clause are called SIMPLE “. Crystal and Day7@46) define the
simple sentence as that which: “consists of a stisjed a predicatdrwith
or without a complement depending on the classhefverb occurring as
predicate with or without one or more adverbialsd avith or without a
vocative”.

Quirk, Greenbaum, Leech and Svartvik (1992:342indethe simple
sentences as the ones : “containing just one ¢lausause being a unit that
can be analysed into the elements S (subject),W)yveZ(complement),
O(object) and A(adverbial)”.

For Lock (1996:247): “A sentence which consist®oly one ranking

(i.e, non embedded) clause is known as a simplkeisesi’.

! The term predicator is not to be confused withdfmate in its traditional sense, i.e the wholehef t
sentence except the subject.
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1.6.2 The Compound Sentence

Crystal and Davy (1974:47) define a compound sex@as follows:
“1-It consists of a simple main clause and one orarsimple dependent
clauses linked by one of coordinating conjunctiars,in writing, by one of
a range of coordinating punctuation devices (fetance, a semi-colon)”.
“2-It consists of a simple main clause plus a ataofsthe ‘parenthetic’ type
(such as ‘you know’, ‘I mean’), which may be imbeddn the main clause
or may occur in sequence with it.”

Halliday (ibid): “A sentence with one or more iqpeémdent clauses

following the first clause is known as a compouadtsnce”.

1.6.3 The Complex Sentence

The complex sentence is defined by Crystal and h9y4:48) in the
following terms: “it consists of one main clausetioé simple type, with the
adverbial element of its structure expounded byeast one dependent
clause”.

“...a complex sentence contains more than one clauWdeitk et al
(1992:720).

So, a sentence with one or more dependent clansedation to the main
clause is known as@mplex sentence

Some grammarians such as Lock, Svartvik and Leechot make
clear the distinction between the compound ancttimeplex sentence:

“...sentences containing more than one clause dexlcamplex”.

Leech and Svartvik (1974:28)

“In traditional grammar, a distinction is made wweén compound

sentences which contain only linked independentsega, and complex

sentences which contain dependent clauses” LocR6(247). For Lock
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(ibid): “Any sentence containing more than one ragkclause will be called

a complex sentence.”

1.6.4 Mixed Types

“A mixed sentence consists of a compound sentanediich at least
one of the clauses has a dependent clause, ingddoyg a subordinating
conjunction” Crystal and Davy (1974:49).

Halliday (ibid) states “Incidentally, a sentencghaboth independent
and dependent clauses is sometimes known as a cochpmomplex or
mixed sentence.”

The use of such type of sentence is needed wieea #re more than
two ideas: main and less important ones. For igstdwo ideas on equal
importance and one less important idea subordirtatede of them.

The occurrence of mixed sentences is a syntaletice that gives the
writer variety in writing. Still, when he seeks iy he is to take into
account the context of writing, the degree of adeament of ideas and the
ultimate message to be conveyed. Here the choicebad sentences may

carry stylistic traits and effects.

1.7 Types of Relationship between Clauses

We can have two types or ways by which clausesedaéed. The first
relationship between clauses is a structural oherélare two basic kinds of

structural relationships between clauses which L(a&9©6:248) calls linking
and binding.

23



1.7.1 Linking (Coordination)

The principle of linking clauses is that of equalitock (1996:248)
says about linked clauses that: “They must allnakependent clauses or all
dependent clauses. The clauses are either simgipjosed (in writing often
with a comma, semicolon, or dash between themhey are joined by a
linking conjunction (and, but, or ...etc.).”

Palmer (1990:72) stands for that: “Two sentenceg Ioegjoined together by
a conjunction as ‘and’. This kind of linking of gences is known as
‘coordination’.”

He adds “The second way in which two sentences fovay a larger
sentence is one in which, instead of the two seet®being joined together
as equals, one of the sentences functions as foe other. A term used for
this today is ‘embedding’, one sentence being emd@dvithin another.”
(ibid)

“The traditional grammar refers to this as submation and talks
about the embedded sentence as a ‘subordinatestldieese subordinate
clauses were further classified into noun-clausefective clauses and
adverb clauses, according to whether they had atim of nouns,
adjectives or adverbs within the other sentencerfthin clause).” (ibid)

Quirk et al (1992:720) say: “One of the two maevides for linking
clauses together within the same sentence is tltatoodination”.

They carry on saying that “coordination is a limditogether of two or
more elements of equivalent status and functiomdjl

The above type of syntactic structures is usefbenvwe want to

exchange messages of the same importance.
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1.7.2 Subordination (Binding)

The principle of binding is that of inequality. bhinding, a clause may
be a dependent on an independent clause, and ®@ybaldependent on
another dependent clause.

Lock (1996:249) offers a number of ways in whicklause may be
marked as a dependent clause.

“ By a binding conjunction such ahough, if,and because
» By wh-words such as who and which.

» By word order.
* By being a non finite clause.”

Concerning the clause position, Lock (ibid) says thn binding, the
sequence of clauses is usually much freer thannking. A dependent
clause may precede, follow, or interrupt the clatusedependent on. It may
also occur internal to the clause”.

Quirk et al (1992:270) define subordination as deoi: “...,
subordination is a non-symmetrical relation, hogdbetween two clauses X
and Y in such a way that Y is a constituent or péix.

They add that: “only two clauses enter into théatrenship of
subordination”. (ibid) They even go further to stdnat: “The device of
subordination enables us to organize multiple @assuctures. Each
subordinate clause may itself be superordinaten®ay more other clauses
one within another may be built up, sometimes tegylin sentences of
great complexity.”

Leech & Svartvik (1974:294) share the same ideh @uirk et al: “In
subordination one clause, which we call a subclagsecluded in the other,
which we call the main clause. A subclause can lads@ another subclause
inside it, which means that it behaves as a ‘minse’ with respect to the

other subclause.”
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Subclauses may have different functions such bgsts, objects and
post- modifiers.

In the case of subordination, ideas differ intligigree of importance.

1.7.2.1 Markers of Subordination

The signals of subordination are contained instii®ordinate clause.

There are different indicators of subordination

1. Subordinating Conjunctions

Quirk et al (1992:727) stand for that: “Subordimat¢or more fully
SUBORDINATING CONJUNCTIONS) are perhaps the mostpamant
formal devices of subordination”.

Quirk et al (Ibid) divide the subordinators into:

2. Simple Subordinators

After, (al) though, as, because, before, if, howgwace, since, that,

till, unless, until, when (ever), where (ver), wbas, while, whilst.

3. Compound Subordinators

-Ending with that:

In that, so that, in order that, such that, exteat, save that.

-Ending with optional that, which may be omitted

Now (that), provided (that), supposing (that), adagng (that), given (that),
granted (that), admitting (that), assuming (thsgging (that)

-Ending with as
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As far as, as long as, as soon as, so long as,far s, so far as, in as much
as, so as (to+ infinitive).

-Ending with than

Sooner than, rather than.

-Others

As if, as though, in case.

Correlative subordinators:

[B]: morel/less...... than, as...... as, so....... as, so.....(tsagh...... (as)
[C]: whether....... or
[D]: the ........ the

4. Other Indicators of Subordination

a- Wh-words

Quirk et al (1992:730) say that : “ Wh-Elements anitial markers of
subordination in interrogative Wh-clauses in re®tiwh-clauses, and in
conditional- concessive Wh-clauses.”
b- Inversion of Subject Operation

In some conditional clauses, where the operatoads were or should.
Let us adopt the example given by Quirk et al (129Q)
“Had | known more, | would have refused the job”.
Here the inversion is a marker of subordination.
c- The Lack of a Finite Verb Form

Quirk et al (ibid) explain that “The absence ofirdte verb form is
effectively an indication of subordinated statusce non-finite and verbless
clauses occur only in dependent clauses.

eg: The match will take place tomorrow, weathenpting.
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On the other hand, there are two types on subat@liclauses with no
marker of subordination.

These are cited by Quirk et al(lbid) as follows:

“[1] Nominal that —clauses from which ‘that’ hasgmeomitted.

| suppose you're right ( | suppose that you're tigh
[2] Comment clauses as a kind relatable to the rolinse in the previous
example. You're right, | suppose.”

In analysing our corpus we shall frequently meetpte and
compound subordinators. Other indicators of sulmatthn are less frequent.
Such subordinators are met in narratives since thdicate time, place,

reason, purpose ...etc.

1.7.2.2 Finite, Non-Finite and Verbless Clauses

The structure of dependent clauses may be analgsedhree main
clauses:

Quirk et al (1992:722) distinguish between:
Finite Clause: a clause containing a finite verb

eg: Because John is working
Non-Finite Clause:a clause containing a non finite verb such as tdkwo
having worked, given
eg: (John) having seen the pictures
Verbless Clause:a clause containing no verbal element at all.
eg : turning left

A further analysis of the aforementioned types latises leads us to
consider that:
- The finite clause always contains a subject at agea predicate whereas

the non finite clause may include optional ones.
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Subjectless Clauses

Besides being verbless; the verbless clauseossalsjectless.

Quirk et al (1992:731) give various functions apeéndent clauses
“Dependent clauses may function as subject, objeomplement or
adverbial in the super ordinate clause.”

All what has been stated before as definitions &melories is
considered necessary for us before tackling thdesea from another
viewpoint. Yet, we shall adopt Halliday's theorynoerning the sentence
and therefore we shall stick to Halliday’s termsnotions. Departing from
the linguistic element being chosen, Halliday (1982) defines the clause
complex as: “A head clause together with othersgauhat modify it”.

The concept of modification here needs to be exgthmore in order
to know the kind of relationships within the clausamplex.

The types of relationships between clauses maydb@guished into
()  Type of interdependency, or ‘taxis’.
(i)  Type of logico-semantic relation.

The above types of relationships between clauskfi@p us develop an
analysis of samples from the novel on the basis tiy may be either
paratactic or hypotactic, expanded or projected tuath we shall decide

which type occurs frequently.

1.8 Types of Interdependency: parataxis and hypotax

With regard to terminology, an independent clausealso called a
paratactic clause, and a dependent clause a hypotéause. Likewise, a
compound sentence is known as a paratactic cotistnuand a complex
sentence a hypotactic construction. These termiwilised throughout the

analysis of the corpus.
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For the sake of comparison between parataxis apdtayis, it may be
useful to use Halliday’s term primary clauses fottbthe initiating clause of
a paratactic construction and the main clause loypotactic construction;
and secondary clauses for both the continuing elaofk a paratactic
construction and the dependent clause of a hypotattcture (the main

clause of a hypotactic construction is also knowitha dominant clause).

Table 1.1: Primary and Secondary Clauses

Primary secondary
Parataxis 1(initiating) 2(continuing)
Hypotaxis A(dominant) B( dependent)

From Halliday(1985:193) An Introduction to FunctarGrammar

1.8.1 Parataxis

Simply defined, parataxis is the relation betwega elements of equal
status one initiating and the other continuing.

In addition, Halliday (1985:198) states in prineiphat: “...the paratactic
relation is logically symmetrical and transitive.”

This idea can be exemplified by the ‘and’ relation.

Since there is no dependence of either elemenh@wther in parataxis,
paratactic structures are represented by the sequamd so by numerical
notion.

eg: Faiza gets in and closes the door, her sisterdut her son stayed
there.
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1.8.2 Hypotaxis

Hypotaxis is the relation between a dependent elenaad its
dominant. In Halliday's terms (1985:198). “Hypotaxs the binding of
elements of unequal status. The dominant elementasbut the dependent
element is not”.

By contrast to the paratactic principle, the hypttarelation is logically
non-symmetrical and non transitive.

Halliday uses Greek letters to represent the ckausea hypotactic
structure.

Contrariwise to the paratactic structure, the hgptit¢ structure contains
elements that are ordered in dependence, and taem is independent of
the sequence.

According to Halliday (1985:200) we have variougigences:

Dependent clause:

“(i) following the dominant clause " 8’ eg You won't fail if you work hard.
“(ii) preceding the dominant claugea” eg when he finishes his journey he
will write a journal.

“(iil) enclosed in dominant clause«p »” eg Try, when coming in the room,
not to make noise.

“(iv) enclosing a dominant clauge«a »” eg He can, he proposed, help the

disabled people.

1.9 The Logico-Semantic Relationship

A wide range of logical relationships exist betwaséanicturally related
clauses. This range of logical relationships candiegorized into two main
categories: expansion and projection. The typeogicb-semantic relation

depends on the kind of the message developed irsuherdinate clause
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(exemplification, addition, time relation, spacdat®n, cause, quoting,
reporting ...etc).
Parataxis and hypotaxis are the two basic forras ¢an be taken by

logical relations.

1.9.1 Expansion expansion means that the secondary clause expands

the primary clause in three different ways:

() -Elaboration

In elaboration, one clause may elaborate the messanother clause
by relating it with different words, giving more tdds, being more specific,
giving an example or clarifying it in a certain wayhe elaborated clause is
primary which may be elaborated as a whole, oray ne just some part of
it.

eg: His pleasure was romancing and dreaming ieaticig a real word

by magical language.

Elaboration and Parataxis

When combined with parataxis, elaboration takeseiorms.
Halliday (1985:203-204) states in this vein thaiarataxis with elaboration
yields three types, the first two of which couldrbegarded as APPOSITION
between clauses.”

According to Halliday (ibid) we have:
(i) Exposition

Here the secondary clause restates the thesie gdrtimary clause in
different words, to present it from another poihtvizw, or perhaps just to
reinforce the message.
In writing, there may be a semicolon, comma, orhdagtween the

juxtaposed clauses.
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Logical meaning is marked by other words or that is to say

(i) Exemplification
The secondary clause shows a more thesis develomignme primary
clause by precising and exemplifying it. Here thmnjanctives arefor

example, for instance, in particular

(i) Classification

The secondary clause clarifies the primary one wiplanation or
comment. Some markers of classification ardact, actually, indeed.
Elaboration and Hypotaxis

When combined with hypotaxis, elaboration gives $ltructure of a
non restrictive relative clause. The elaborationy rba just of one noun
group within the independent clause, or a larget giathe clause or of the
whole clause.

Halliday (1985:205) says: “In written English amdefining relative
clause is marked off by punctuation- usually commas
Extension

One clause may extend the meaning in another elaysaddition,
variation or by alternation.

Addition and Co-ordination

There is a simple joining of the two clauses

Example:

- | have written the report and gave it to my boss.

- They always liked staying at home but their childwgere fond of
concerts.

Variation and Co-ordination

One clause may replace another totally or partially
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As far as hypotaxis is concerned, its combinatuith extension leads

us to consider addition, variation and alternatem well, but here the

extending clause is dependent. The latter mayre for non-finite.

(1) Addition and subordination with finite depentlelause: we find

that the hypotactic clause of addition is introdud®y the conjunctions

whereas and while

Addition and subordination with non finite dependert clause

The non finite clause is generally introduced hpoajunction such as

besidesaswell as orwithout

Halliday (1985:206) gives a summary of the marladrgxtension in

the following table:

Table 1.2: Principal Markers of Extending Clauses.

Paratactic

Hypotactic

Finite

Non-finite

(i) Addition
“and” positive
“nor” negative
“but”

(Both....) and; not only.

but also
(neither...) nor

While, whereas
from, as well as

besides, apa

adversative (and) yet, but While, whereas without

(if) Variation

“Instead” Instead of, eth
Replacive But not; not.. but than

“except” Only but, except Except that except for, othe
subtractive than

(ii) alternation
“or” alternative

(either...) or (else)

If...not (...then)

From Halliday(1985:206) An Introduction to FunctarGrammar




(i) Enhancement

One clause may enhance the meaning of anotheseclay providing
information about time, space, means, comparisause, purpose, condition
and concession.
Enhancement and Co-ordination

Enhancement combined with parataxis gives it auanstantial
characteristic.

Table 1.3 explains the different expressions o&faetic enhancement.
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Table 1.3 Principal Markers of Hypotactic EnhancingClauses

Finite Non-finite

Conjunction Conjunction |Preposition
() Temporal
Same time: extent as, while while in (the course /process of)

on

Same time: point when, as soon as, the moment |when -
Same time: spread whenever, every time - after
Different time: later after, since since before
Different time: earlier before, until / till until
(I) Spatial
Same place: extent as far as
Same place: point where
Same place, spread wherever, everywhere
(1 Manner
Means as, as if, like, the way like by (means of)
Comparison

(IvV) Causal-Conditional

Cause reason

Cause: purpose

Condition: positive
Condition: negative

Condition: concessive

because, as, since, in case, see¢

that, considering

in order that, so that

if, provided. as long as

unless

even if, although

ing

with, through, by at, as,
result of, because of, in
case of

(in order / was) to; for (the
sake of), with the aim of,
for fear of

in the event of

but for, without

despite, in spite of, withou

Source: Halliday(1985:226) An Introduction to Fuanal Grammar
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Enhancement combined with hypotaxis gives, accgrdia Halliday,
(1985:213): “what are known in traditional formalagymar as ‘adverbial
clauses’.”

Similarly with parataxis, these adverbial clausey be of time, place,
manner, cause, condition or concession. They mdinibe or non-finite.

Halliday (1985:213) explains that: “The finite an&re introduced by a
hypotactic conjunction (‘subordinating conjunctipnThe non-finite are
introduced either (a) by a preposition such as with, by functioning

conjunctively...or (b) by one of a subset of the hgotic conjunctions”.

1.9.2 Projection

We deal with projection when the secondary clauseaiclause
complex is controlled by a verbal or mental process

Under the notion of projection, Halliday (1989:998ntroduces the
sub-notions of ‘locution’ and ‘idea’.
- Locution refers to that one clause which is prtgd through another as a
construction of wording.

In such a case, we use verbs like “say”.
-ldea refers to that one clause which is projethheough another presenting
it as a construction of meaning

In such a case, verbs like “think” tend to be used

Projection may be either paratactic or hypotactic.

The significance of projection lies in its imparte for the study of

speech and thought presentation.
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Symbolisation
There is a set of suggested symbols which are esoent with the
number of subtypes of both expansion and projection
They are, as suggested in Halliday (1989:196fplé&sws:
1- Expansion
a-elaboration = (‘equals’)
b-extension + (‘ is added to")
c- enhancement  x (‘is multiplied by’)
2-projection
a- locution “ (double quotes)
b- Idea ‘* (single quotes)

These symbols apply to both paratactic and hypiotattuctures.

1.9.3 Projection Types

There are three types of projection: quoting, repg and facts.

We shall focus on two types: quoting and reporsige they are the
only two ways of saying or thinking whereas facte half-way between
quotes and reports. Halliday (1985:249) explaimsfirther: “ ...quotes and
reports typically enter into clause complexes- thdhey keep their status as
clauses...-facts are ‘objectified’ and enter as ttuents into the structure
of other clauses.”

Since we are investigating clause complexesfaus on quotes and

reports would be quite right.

1.9.3.1 Quoting (‘Direct Speech’): verbal procesgparataxis

It is the simplest form of projection. We just repent what is said by

a projected clause.
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Halliday (1985:229) explains the relationship betw the two clauses
as follows: “The total structure, therefore, isttltd a paratactic clause
complex in which the logical-semantic relationstapne of projection; the
projecting clause is a verbal process, and theepteql clause has the status
of wording.”

Projection is mentioned by quotation marks. Veussd in quoting
clauses are:
1-Say, tell, remark, observe, point out, reportjaamce, ask, demand, reply,
explain, protest, continue, interrupt, insist, cdenp cry, shout,
murmur,...etc.

Quoting through direct speech is a way of repriedem in narration.
As a stylistic marker, it is a direct associatioithmthe narrator. Paratactic
projected clauses are as we shall see appropmnigtte iflow of narration and

in transmitting statements verbally.

1.9.3.2 Reporting (‘Indirect Speech’): mental procss hypotactic
language is both used to talk and to think.

The difference between the verbal process andngrgal one is that
the projecting clause is one of cognition and thejguted clause is a
meaning and not a wording i.e., presenting somgthgimeaning means we
are not representing the words because there am@mts, hence, the typical
pattern for representing thinking is the hypotaotie.

As for the comparison between quoting and repgiie may state the
following:
I. They differ in meaning
il. As far as the tactic system in quoting is caneel, the projected clause is

an independent one whereas in reporting it is @wiégnt one.
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1.9.3.3 Free Indirect Speech

It is a half-way stage between direct and indigmtech, and is used

extensively in modern narrative writing.
The reporting clause is omitted. It is therefordyahe back shift of

the verb together with equivalent shifts in pronr®and so on.

The structure of free indirect speech is parata€tiee indirect speech

can be projected verbally and mentally.

The table below sums up Free Direct, Indirect &mede Indirect

Speech.

Table 1.4 Direct, Free Direct and Indirect Speech

Type of Speech Orientation Report
projecting function Taxis: paratactic 1 2 Hypotactic
process
Locution"Verbal Wording “1 2" Wording represented as | Wording represented as
Proposition| “l can”, he said meaning meaning
Statement | “Are you sure?” asked FredHe could, he said He said he could
question Was she sure, Fred asked-red asked if she was
sure.
Proposal “Wait here”, she told him Wait there, sbld him She told him to wait ther
Idea” mental Meaning represented Meaning ( intonation Meaninga B
Proposition| ‘1 2 as wording represented as wording)
Statement | “ | can” he thought He could, he thought He thought he could
“Am | dreaming?” Was she dreaming, Jill | Jill wondered if she was
question wondered Jill. wondered dreaming
Proposal “Wait here” she willed him  Wait theree shilled She wanted him to wait
him there
“Direct” Free indirect “indirect”

Source: Halliday (985:232) An Introduction to Funcional Grammar

40



1.10 Developmental Psycholinguistics

For a better understanding of language developofeamhuman being
one may rely on the findings of developmental pslidguistics which
examines how speech capacities develop over tindehamw children go
about constructing complex structures in their raotbngue.

This seems to be quite useful only for the earqgss of language
development (holophrastic, analytic syntactic ssag&nce our purpose is to
follow the main changes in the syntactic structwieStephen irfA portrait
of Artist as a Young MéanStill, we need other perspectives to descrilee th
other stages of Stephen’s language.

Jean Piaget (1926) was a leading figure in thel foeédldevelopmental
psychology. He endeavored to explain the relatigmisatween the language
of a child and his thought. Piaget, (1926) (trateslaby Marjorie & Ruth
(1978:02)) attempts to answer the question: “Whatthe needs which a
child tends to satisfy when he talks?”

At this stage, we are not going to treat the lagithe child but Piaget
will help us by giving two other questions whicleafHow does the child
think?”, and “How does he speak?”

Piaget (ibid: 09) gave eight fundamental categooikespeech which
are as follows:

The first kind of speech is what Piaget (ibid) sdi&go-centric
Speech’which in its turn may be further divided into threategories:

1. Repetition

Piaget (ibid) calls iechololia The child, in the first year of his age,
likes to repeat the words he hears, to imitateabidls and words even as
Piaget (ibid) says “Those of which he hardly untsrds the meaning”. He
suggested that the function of repetition heresisalbise the child’s confusion

between thé and the not.
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Repetition seems to be just a kind of game forctikl. On the other
hand, the frequency of repetition in the child’®egh is not high. Piaget
(ibid) gives the percentage of 1% to 2%.

2. Monologue

By using monologues, the child does not addressoary The child
talks to himself as if he was thinking aloud. Healgs the same moment he
acts. Piaget (ibid:14) called the monologues sdépdraby silences
“soliloquy”, which is usually accompanied by thebktaof romancing or
inventing i.e. creating reality by words and mabiaaguage.

If repetition is a sort of game for the child, mégue is striking for
him in the sense that it helps him build his thaumid language.

3. Dual or Collective Monologue

Here, even though the child seems to be talkingthiers, he is in fact
talking aloud to himself.

Piaget (ibid) explained that there is an outsidsoaiated with action
or thought at the moment of speaking. And “the poinview of the other
person is never taken into account; his presenwesenly as a stimulus”.

The second kind of speech is what Piaget (ibid) estt8ocialized

Speech’within which we can distinguish:

1. Adapted Information
At this stage, the child starts to exchange hisights with others. He
tries to influence them. By contrast to collectmenologues, the child, here,

Is taking into account the point of view of his hera
2. Criticism

The child starts making remarks about the behaviasthers. Here,

the criticism is openly stated in front of othea&ihg for instance the cases
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of arguments, quarrels, etc., whereas the uttesarufethe collective

monologue are with no effect on the others.

3. Commands, Requests, Threats
They express the real active interaction amongdodml to express

their needs.

4. Questions and Answers

By questions, we mean the child’s call for answenseal questions or
interrogatives in order to explore the external ¢t environment. By
answers, now, it is meant answers to real quesadodscommands. Piaget
(ibid) states that questions make up 13% to 17%hdren’s talk.

The compilation of functional grammar theorieshathe findings of
psycholinguistics may make things clearer as fathasanguage of Joyce/

Stephen is concerned, specifically at his earlgesa

* Criticism

The area of syntax has known many theories ofuagg. Textual
analysis has been based on the investigation téisess.

From a generative point of view, individuals arensidered to
generate language from their innate sources. Thee@avist's main idea
was initially to account for the creativity of pdejs use of language. That
Is, their ability to generate sentences that haxeenbeen produced before.
(Chomsky 1957; 1976)

Generative Grammar can be an adequate field fmlystg one’s
linguistic competence and maturity. Thus, one naywshy don't we adopt
Generative Grammar and Psycholinguistics or rathepsychologically
oriented theory of language; but the latter havamesaveaknesses. First,

generativism (in particular Chomskyan grammar)dsigned to generate all
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and only well- formed sentences which is not alwthes case of literary
texts. Second, the generative theory is a theorlamjuage that ignores
context and situation; it is concerned only withiédealized grammar.

Michael Halliday is one of the linguists who appdse Chomskyan
grammar not from the argument about language geoeraut from the
psychological orientation of the theory.

“Like Chomsky, Halliday is concerned with sentergrammar, but
from a sociological perspectives; his field of as& is language as social
Semiotic” David Birch (1993; 139)

We think that Halliday’s theory is the most suigllupport for our purpose
since he affirms, quite forcefully, the effectivesef linguistics as a science
(psychological or sociological).

Literature for Halliday has special status as akdrt. He says: “by
analyzing a literary text as a verbal art effeat, ave asserting its status as
literature (Halliday; 1983: VIII). So, Halliday isight as he tries to go
beyond the text. Moreover, if analysis of literéexts is to be objective and
fruitful we have to call for the help of linguisticHalliday argues that the
analysis of literature is at its most creative @egwhen it is a linguistic
analysis (Hassan, 1988: VIII) cited in Birch (19939).

He object strongly to the determinist theory glestas deviation from
norm and to the concentration within generativguists on the derivational
history of sentences and its appropriation foristigl study by Chomskyan
linguistics, offering the important consideratidrat the supposed noun is
also part of the stylistic make-up of a text.

Having chosen Hallidayan’s functionalism does ingply that it has
no weak points. Birch (1993:141) states that “lisgjas under the banner of
both Chomsky and Halliday was for the most parguistics of the
sentence”. Thus, if one seeks more comprehensideaanurate stylistic

investigation he has to push it beyond the Iimits the sentence.
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Additionally, Chapman insists on the fact that ateece must be in relation
with other sentence so that the investigation gfguen style and language
patterning will provide a variety of effects anderpretations. "In fact
stylistics, whatever style is being investigatednmot proceed very far
without recognition of units above the sentencdia@nan (1973: 100)

Since we are dealing with literary discourse, theranuch more
literature, and the specificity of literary discearis to try to depict its
message through the linguistic items being used.

Hence, Henry Widdowson comes to question languageurces and
their use to communicate, “What Henry Widdowson tedrito know wasif
a grammar accounts for the knowledge speakers dnyeis it that speakers
know how to interpret ungrammatical sentences? @dinson1972: 294,
cited in Birch 1993: 140).

What Widdowson suggests is that because thereis to literature
than linguistic deviance, the analyst should noaslang to question. “What
are the linguistic particularities of this text aribw can they be
communicated in this text and how are the resoun€d¢lse language being
used to bring this communication about?” (Widdowd®72: 299, cited in
Birch 1993: 140)

Widdowson questions here the resources and dociefions that go
beyond the sentences. He argues that linguistdaslcounsider literature as
communication.

Birch (1993: 141) says: “This is a very importauint, because a
communicative view of language is one of the lashsiderations in
functional, structuralist analyses of text.

The importance of Widdowson's view lies in its agdgical
implication, since he demonstrates ways in whighititegration of language

and literature study can take place in an “Engdliseson”.
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Furthermore, Carter (1982:178) agrees with Widdmwwand shows
his position on the integration of literary anddglinstic insights into a
communicative teaching syllabus.
So, stylistics, literature and linguistics are h#ire to help the English
language teacher to present language materiattie&iners and it would be
of great benefit for them.
Our standing for Halliday does not imply the demfbther theories.
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Summary and Conclusion

This chapter sketches sentence structure andneentgpes or more
precisely types of relationships that might occatween English clauses.
Language as a mediator between man and his expengm fact a kind of
use of interrelated sets of systems. Each systpragents a given choice. In
our case, syntax seems to be the writer's choicerdier to transmit some
messages. The primary goal of syntactic analysis tescribe and explain
the organization of clauses and thereby help useaders- find our path to
meaning.

Having exposed how clauses may interrelate, avihg considered
the issue of language development in the field @&vetbpmental
psycholinguistics, we now turn to consider the @asi syntactic structures
used in James Joycé'A Portrait of the Artist as a Young Manand their
tentative implications , stressing on the relatiopdetween the character’s
maturity and his linguistic development.

Equally important, a parallel view of developmémisycholinguistics
has traced our path to explain some important featin the language of
Stephen the child.
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2.0 Introduction

In analysing the data we have followed Halliday!989) tabulation
already provided in the preceding chapter (p. 38, 8l). The tabulation
gives us a comprehensive account of types of oglsliips between clauses.
We shall see in this chapter how the language epl&n shaped his early
and late thinking.

Sentence investigation is essential for our purpdéeshall see how clauses
are expanded or projected throughout the noveleddd that, we shall see
the clausal structure as far as their constituartsgare concerned. The novel
chosen is relatively long thus we shall select @agss from each chapter of
the novel and try to see which type is mostly ueed why.

The reader is reminded that the questions askeel agefollows:

1-How did Joyce proceed to arrange his clausegadlmnovel?

2-Does such an arrangement or sequencing reflady e aim of
Joyce?

3-Is there any relationship between the Joyceatasiia complexity

and his semantic complexity?

Before considering the aforementioned issues, smmenents on the corpus

(data) are necessary.

2.1 The Corpus

James Joyce’s first novEA Portrait of the Artist as a Young Man’s

said to be mainly the autobiography of Joyce himselvhich he traces the
growth and development of Stephen Dedalus frormoyfdo adulthood.
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It is a kind of psychological novel in which Joygeges it in the same way as
Cuddon (1999: 709) to “describe that kind of fiatizvhich is for the most
part concerned with the spiritual, emotional andntak lives of the
characters and with the analysis of character rdktam with the plot and the
action”.

‘A Portrait' is a novel that presents us a special kind of berthat his voice
throughout the novel would be reflected in a vegrgaal kind of language
which represents his way of thinking. This variety syntactic structures
stretches from paratactic to hypotactic so thatiheyend of the novel, they

give a portrait of Stephen's linguistic (languagYurity.

‘A Portrait' is divided into five chapters. Each of these chepts sub-
divided into sections.

The first and the fifth (the last) chapters, consfdour sections. The second
chapter contains five sections whereas in the third the fourth chapters,

we find three sections for each.

* Selected Data

After a close reading of the nov@& Portrait of the Artistas a Young
Man”, the first step consisted in selecting some passagasler to analyse
their sentential structure. Those passages wilrdference marks in our
study.
The analysis was carried out following HallidayE985) conventions (see
tables in Chapter I, p 30, 34, 36, 40). Howevemeasather comments will be
elicited on the basis of psycholinguistic perspesi
The presentation of the data was made through arigige analysis
displaying types of relationships between clausasd atypes of

interdependency as well as possible combinationsbath types. The

50



selection of the data was made according to thet sio&king events in

Stephen's life.

2.2 Description and Analysis of the Different Types bStructures

The sentences of the novel vary from simple toataatic to
hypotactic. We suggest here to analyse the opeainthe novel which
attracted the attention of many linguists and stigans.

“Once upon a time and a very good time it was thees a moocow

that was coming down along the road and this mootioat was

coming down along the road met a nicens little Imayned baby
tuckoo...

His father told him that story: his father looked @m through a

glass: he had a hairy face.

He was baby tuckoo. The moocow came down the rbadevBetty

Byrne lived: she sold lemon platt.

O, the wild rose blossoms

On the little green place.

When you wet the bed first it is warm then it gelsl. His mother had

a nicer smell than his father. She played on then®ithe sailor's

hornpipe for him to dance. He danced:

Tralala lala,

Tralala tralaladdy,

Tralala lala,

Tralala lala.

Uncles Charles and Dante clapped. They were oldan this father

and mother but Uncle Charles was older than Dante.

Dante had two brushes in her press. The brush thghmaroon velvet

back was for Michael Davit and the brush with tlrean velvet back
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was for Parnell. Dante gave him a cachou every tmdrought her a
piece of tissue paper.
The Vances lived in number seven. They had a eliffdather and
mother. They were Eileen’s father and mother. Wheg were grown
up he was going to marry Eileen. He hid under #i@d. His mother
said:

O, Stephen will apologize.

Dante said:

O, if not, the eagles will come and pull out hisey

Pull out his eyes,

Apologize,

Apologize,

Pull out his eyes.

Apologize

Pull out his eyes,

Pull out his eyes,

Apologize”

(“A Portrait” p 7- 8)

Sentential Analysis

2.2.1 Description and Analysis of the Simple Struates

This opening contains 36 sentences: 23 simple seede 6 hypotactic clause

complexes and 6 paratactic clause complexes.

Table 2.1 summarizes the simple structures of ffemimg of the novel.
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Tableau 2.1 Clausal Analysis of the Simple Structuws

Sentence Parts Tense Voice
Subject Predicator presentpast| active| passive
Verb Object Complement
Trans| Intrans| Aux | Direct | Indirect
S1 + + - + + - - + + -
S2 + + - + - + - + + -
S3 + - + - - - + - + + -
S4 + - - + - - + - + + -
S5 + + - - + - - - + + -
S6 + + - - + - - - + + -
S7 + - - + - - + - + + -
S8 + - + - + - - - + + -
S9 + - - + + - + - + + -
S10 + - + - - - - - + + -
S11 + - + - + - + - + + -
S12 + - + - - - + - + T _
S13 + - + - + - + - + + -
S14 + - - + - - + - + + -
S15 + - + - - - + - + T _
S16 - + - - + - - + - + -
17 - - + - - - - - + -

Sentential Analysis

Now we shallprovide a detailedescription and analystf each sentence by

analysing each part of the sentence.
1- “His father told him that story”

Subject

Predicator

His father

told him that story.
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Clause elements syntactically definagle find in this sentence a
subject and a predicator.

The Subject: The subject of this sentence is a pbwase containing a
possessive pronoun and a noun.

The Verb: told, the past form of the irregular verb to tell. It is
conjugated in the past simple tense.

The Object: in the previous sentence, we nileetcase of two objects
(direct and indirect).

The indirect object: a pronoun “him”.

The direct object: a noun phrase with a demonsg#&aironoun “that”
and a noun “story”.

We say that it is a simple clause complex that aiastthe normal
parts of an English clause complex. It is not gl

The clause type is: SVO, in which normally the indirect object
precedes direct object.

Clause elements semantically described terms of meaning, this
clause, like every clause, describes an event.

The patrticipants in the event of this sentence are:

The doer: His father.

The affected: him.

In such a clause we have complements that comgsleteerbal group
(the verb). These complements are the indirect #oed direct objects
successively.

Since this clause complex is with object complemeittis called a
transitive clause.

The clause complex is stated in a declarative mebith does not
imply any structural complexity.

Voice: Active voice: the process of action is preéed as follows: the
doer of the action is the subject (the agent= titgest).
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Thus, we can say that this kind of clause doegeatal any kind of

complexity.
The previous sentence is not ambiguous and it doesienote any

complex ideas.
This is a full finite clause (it contains a subjectd a predicate with a

finite verb).

2- “His father looked at him through a glasgibid).

His father looked at him through a glass

subject Predicate

Subject: noun phrase: possessive pronoun+ noun
Verbal phrase (predicate): Verb (past form) + ps#pmn: ‘at’
Object: pronoun “him”.

Adverbial: prepositional phrase.

Preposition Article Noun

through a glass

It is a simple structure of the clause complex. Tlaise pattern is:

SVOA.
In such a clause, we have an adverbial which isotiph a glass

(complementing the clause complexe’s sense).

3-“he had a fairy face(ibid).
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Subject Predicate

he had a fairy face

Syntactic Analysis

It is a simple sentence. We are dealing just with olause complex
but its structure is not identical to the two poais ones. We have :

he: a personal pronoun signalling the third pessogular.

had: a verb. Here the past form of “to have” igsrfinite form since it
means to possess or to own.

Tense: the clause complex is in the past simple.

The adjectival phrase: the complement.

a: indefinite article.

fairy: adjective

face: simple noun.
It is a declarative clause complex since it givegiexe of information or
some detail about the father. The mood structure tsesimple (no modals

used, no apparent tone).

4-“He was baby tuckoo”.

Subject Predicate

He was baby tuckoo

We have a simple structure of the clause complex.

He: subject, a personal pronouff (erson singular).
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was: a predicate, auxiliary (to be).
tense: past simple.

baby: noun / tuckoo: noun.

The complement here is a compound noun.
Mood: declarative.

Voice: active.

5-“she sold lemon platt”

This is a simple sentence with different parts.

Subject Predicate

She sold lemon platt

She: a subject, a personal pronoun (3r personlsingu
sold: a verb (the predicate) a finite verb; a titaresone.
Tense: the past simple.
The complement: lemon platt (direct object).
Mood: declarative.
Voice: Active.

Since we have a transitive verb, this clause rarssttive clause.

6-“He sang that song”

It has the same structure of the previous one.
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Subject Predicate

He sang that song.

He: the subject, a personal pronoun.

sang: the verb (the predicate), a finite transig.

Tensesimple past (to sing).

The complement: noun phrase which embraces:
That. an adjective

Song: a simple noun.

The complement (the noun phrase) is the direcicbbje
Mood: declarative.
Voice: active

Again, we are in front of a “transitive clause’fi@aite clause).

7-“That was his song”

Subject Predicate

That was his song.

The Subject: it is just a demonstrative pronoun.
The verb: was, an auxiliary (to be).
Tense: past simple.
The complement: a noun phrase: we have.
A possessive pronoun: his.
A simple nounsong.
It is a non-finite clause.
Mood: declarative

Voice: active.
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8-“His mother put on the oilsheet”

Subject Predicate

His mother put on the oilsheet

Now, we consider the structure of this clause wtappears similar to the
previous ones but it has some differences.

The subject: it is a noun- phrase made up of &gss$ve pronoun
(his) and a noun (mother).

The predicate: we find:

The verb: put on, a finite transitive verb. Intfélus kind is called a
phrasal verbput + on, so it is not just a simple word.

The complement: it is a direct object. It is a mqnrase made up of
the definite article (the) and the compound noulslfeet).

Mood: declarative.

9- “That had the queer smell”

Subject Predicate

That had the queer smell.

The subjecta demonstrative pronoun “that”.

The verb: had (in finite form).

Tense: past simple

The complement: a nominal phrase enclosing:
the definite articlethe.

Adverbial adjective: queer (this is a single word).

Noun: smell (simple word).
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Mood: declarative.

Voice: active.

10-“Uncle Charles and Dante clapped”

We still meet the same simple structure. We have:

Subject Predicate

Uncle Charles and Dante| clapped.

The subject: it is a nominal group made up of:

a vocative: Uncle A vocative is defined as by Quirk et al (1992287
as “a nominal element added to a sentence or aelaptionally, denoting
the one or more people to whom it is addressedsemalling the fact that it
Is addressed to them”,

Its form belongs to the standard appellatives, Wiaiee usually nouns
without any modifications.

‘Uncle’ here is indicating a family relationship, andakés an initial
position in the sentence.

Charlesa proper name.

and: a conjunction.

Dante: a proper name.

We notice that the subject is more complex thanother ones in the
previous clauses.

The predicate:

The verb: a finite non- transitive verb (clapped).
Tense: past simple

Mood: declarative

Voice: active.
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The final clause pattern:igoc S V.

11-“Dante had two brushes in her press”.

Subject Predicate

Dante had two brushes in her press.

The Subjecta proper name.

The Predicate:

The Verb: the auxiliary had (to have)
Tensesimple past.

The complementtwo, a noun (numeral).
brushes: plural noun.

in : a preposition

her: a possessive pronoun.

press: a noun.

Mood: declarative.

Voice: active

The vocative is used in this case to signal famijiaSo, it is a positive mark

of attitude.

12-“The Vances lived in number seven”

Subject Predicate

The Vances lived in number seven.

The subjectThe Vances.
The predicate:
The Verb: lived, a finite non transitive verb.
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Tense: simple past.

The complement: a prepositional phrase.
A preposition: in.

Noun: number.

Noun: seven (humber).

Mood: declarative.

Voice: active.

13-“They had a different father and mother”.

Subject Predicate

They had a different father and mother.

The Subject: a personal pronoun ‘they’.
The predicate:

The verb: had: in its finite form.

Tense: simple past

The complement: adjective phrase:
Indefinite article: a

An adjective: different.

Noun: father
Conjunction: and.
Noun: mother.
Mood: declarative.

Voice: active.
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14-“They were Eileen’s father and mother”.

Subject Predicate

They were Eileen’s father and mother.

The subject: a personal pronoun ‘They’
The predicate:

The verb: were, an auxiliary (to be).
Tense: simple past.

The complement: a noun phrase consisting of:
A proper noun: Eileen.

An “s” genitive: the contractive form.

A noun: father.

Conjunction: and.

A noun: mother.

Mood: declarative.

Voice: active.

15-“He hid under the table”.

Subject Predicate
He hid under the table.

The subject: a personal pronoun ‘he’
The predicate:

The verb: hid, a finite verb.

The adverbial:

An adverb: under.

Noun phrase:
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Article: the.
Noun: table.
Mood: declarative.

Voice: active.

16-“Pull out his eyes

Subject Predicate

(you) pull out his eyes.

The subject: no subject, since the sentence ishé itnperative mood
(implicit subject “you”).

The predicate:

The verb: pull out, finite transitive.

The complement: a direct object, a possessive prano

A noun: his eyes.

Mood: Imperative.

Voice: active.

17-“Apologize”.

It is just an order.

Subject Predicate

(you) apologize

The verb: Apologize, a finite verb.
Mood: Imperative.

Voice: active.
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The other sentences are just the repetitionspafl out his eyes” and
“Apologize”. i.e, they have the same structure.

It seems that this clause pattern is common irbygbe child Stephen
Each time when he talks (recalls) his first fam@gvironment he uses a
fluent simple structure. This reinforces the imgres that we are in a setting
when Stephen is a baby. Before we talk about Stepmeaturity we look at
his identity. Form a psychological point of viewefhen's name is not given

at the beginning; he was rather named 'baby tuckoo'

2.2.2 Discussion and Comments on the First $&age

The first passage contains twenty three simpleesest simply
defined as having a subject and a predicate. Théersees (or clauses)
describe the simple use of a linguistic elementdovey childish memories
that bear simple messages, or let us not say nesbag simple facts.

The novel opens with Stephen’s memories of hisdbloibd. He recalls a bed
time story he used to be told by his father.

Stephen’s memories are entirely about his familg &s close intimate
environment.

What is striking here is that we are not told st@ry in its traditional
way by starting: “Once upon a time, there wastke llioy called Stephen. He
lived with his mother and father. He has an unal@ an aunt named Charles
and Dante respectively. He used to be told a sttwgn going to bed...” But
from the very moment, we are sinking in Stephenisdnand we are reading
(rather thinking) his thought. We view things thgbu his mind. Sitill,
Stephen is an infant and he cannot as yet showislifaculties so his
language is flat and simple.

From a psycholinguistic view, Stephen is a chi#thg his five senses
to present us his own world. Hence, most of higlage came in simple

structures reflecting all what he hears, sees,Israetl touches.
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On the other hand, Stephen, up till now, can talk @bout his very close
environment, his familiar one (his parents andumsle and aunt) and his
neighbours.

In the first chapter of the novel it is true thaeghen's language (Joyce's
language) is vivid since it displays his early mee® of his physical
environment.

Using Piaget’s terms (1926), one may say that #re s still too young to
be able to make the distinction between himselftardutside environment,
put aside his ability of conceptualization. Egotcerspeech as Piaget (ibid)
qualified it can be detected in this first sectioh the novel through
repetitions, interior monologue...Children tend ttk @bout what surrounds
them in a very simple and direct sequencing ofesergs.

A strong element that might get their motivatiom anterest and then
their memorizing is that the adults, when addressirem, use songs and
lyrical language with music and simple structurasc(eic clauses). This
instance is quite clear in Stephen’s first memof$erances)(“tralala
lala...”O, the wild rose blossoms
On the little green place”).

To the ego-centric speech of the child is charesdrby:
1- Repetition

First, the child repeats words and syllables. Laterhe is able to
repeat whole clauses.

Using Piaget (ibid) arguments, one can safely stiomdthe ego-
centricity of Stephen by revealing his repetitiditiauses.

“Once upon a time and a very good time it was thees a moocow
coming down along the road and this moocow that eaaming down along
the road...”The moocow came down the road...”(James/céo ,“A
portrait” P.07)
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Here, Stephen is repeating clauses and words bectheg were the
clauses of the story he was told by his father wieewent to bed.

First, the story pleased Stephen and that is whyshepeating its
details. In this respect, Piaget (ibid) says tlla¢ ‘child repeats them (words,
syllables, sentences) for the pleasure of talking”.

Stephen wanted to express it in his own way. URnguage in such a
way (repetition) is perhaps useful for a child irder to start knowing
himself as a distinct part in this world. Howewvepetition in children’s talk
may represent non sense for an adult.

The syntactic arrangement shows repetition of thigest (noun or

pronoun) in a first place, followed by the complerme

By illustration:...and this moocow...”,“The moocow...”, “His father
told...”, “His father looked...”, “he...”, “His mother pti on ...”, “His
mother had...”, “She...”, “Dante had...”, “Dante gave...”,“The

Vances...”, “They...”, “They were...” (ibid).
The repetition of the complement is illustratedal®ws:

“He sang that song” “that was his song” (ibid).
“...named baby tuckoo” “He was baby tuckoo” “They hadlifferent father
and mother” “They were Eileen’s father and mothéitiid).

Stephen is each time, repeating the subject ocdhngplement or the
whole clause because he is not yet ready to useyhisctic competence
adequately. One may go further saying that Stemltes not know what
syntax is or what grammar is. His frequent useeasfes of simple clauses
with repetitions is due to what he recalls from dldelts' speech.

Besides, repetition may be due to the fact thattadhis family) are
treating him according to his age, so they tenduse very simplified
structures for him to understand. Thus, they repgeasame parts of speech
step by step, for Stephen to follow the eventuaintlof events of the story.

When recalling the story, he adopts the same way.
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In addition to that, one cannot judge Stephen’sspeinless judgment
would be a prejudgment. Using language aspectstasymcluded) is a
matter of exposure too. The case of Stephen showlseaopening of the
novel that he is at the centre of a family compaskhllis father and mother,
his uncle (Charles), his aunt (Dante) and his r@ghs. The family circle
here, even if it is the fertile terrain for Stephtenpick the first forms of
vocabulary and grammar, but still he is confinedatovery closed and
intimate environment in which he cannot expressshifrfully. Restrictions
of this kind may hamper his use of linguistic faad. What Stephen did
from the beginning was just describing his familgmbers.

Towards the end of the first section, we find arotind of repetition:
two sentences, being repeated four times each.

Repetition here is useful and it is recalled froami2’s sentences in an
attempt to urge Stephen to apologize. The effectepktition here is an
emphatic one.

“Pull out his eyes
Apologize
Apologize
Apologize
Pull out his eyes”.

In a further consideration, this kind of repetitiacdbes perhaps
foreshadow future demands for confession and rapeatin behalf of
Stephen.

As a conclusion and after counting the whole nundfesentences of
the novel's opening, then counting the proportibrsimple and complex
sentences respectively we divided each proportiothe whole number, we
mention that simple clauses constitute 63,88% @fetfitire number of clause

complexes (sentences) in the opening of the nakelf{rst section) whereas
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complex sentences express only 16,66% and compomes represent
19,50 %.

These percentages show that Stephen’s speech isis€omand
compressed since he is still a boy who is not ablese more complex
structures with all the possible arrangements amguactions.

It should be noted that, at this stage, analysis a&ld out only for
simple clauses because of their recurrence. Th/samaof the complex
structures would be efficient in later extracts.

Since that every incident is filtered through Stph sensibility, the
prose at the beginning of the book can almost bdenaas daby talk.

Still, there is another remark to be stated, camogrthe first words of
Stephen. Before coming to the syntax of Stephenmhbst first start by
sounds and words.

Scovel (2004: 10) talks about the “cooing stagedanlier ages of the child’s
language development.

“...the child starts ta@woo, making soft gurgling sounds, seemingly to express
satisfaction”.

What is distinctive, here, in the first passagéhefnovel(‘A Portrait’)
is that Joyce employs the sound of the cooing dvggategrating them into
real words i.e., in the lexis of Stephen to shoat thtephen is still impinged
to his baby stage when he feels affection, secantysatisfaction.

We notice at the phonological level that wordshsas “moocow”

I'’kau/, “tuckoo”: we have the second syllable is:/klike coo /ku: /.
So Stephen was so satisfied by the story that he akée to recall those
sounds of satisfaction and to repeat them. Hisuagg, now, is affected by
his psychological state. This cannot be analysethatsyntactical level.
However, phonological and morphological pattermsadrgreat significance.

When projecting these linguistic perspectives anlitierary content of

the passages, we can safely say that the realatbal&tephen) is not yet
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born or created. We are being prepared to discBtephen later through his
different use of language patterns and throughestablishment of a real
syntax emerging from several sources.

The emergence of Stephen as a soul and as ahagalcter acting in
the novel appears in the later sections and chapter
So, how can we expect a syntactic maturity of arattar that is not born

yet?

2.2.3 Description and Analysis of Paratactic Structures

The paratactic structures of Stephen/ Joyce amuérd and they
stretch from the first chapter until the end. Wilsadifferent is their variety of

expansion or projection then their possible pragvaiplication.

“There was a picture of the earth on the first pagf his
geography: a big ball in the middle of clouds. Fileghhad a box of crayons
and one night during free study he had coloured éagh green and the
clouds maroon. That was like the two brushes int®ampress, the brush
with the green velvet back for Michael Darrit. Bugt had not told Fleming to
colour them those colours. Fleming had done it leilns

He opened the geography to study the lesson; butduld not
learn the names of the places in America. Stilytivere all in different
countries and the countries were in continents #ral continents and the
continents were in the world and the world was he universe” (James
Joyce,” A portrait” Ch I, P. 16)

This passage is from the second section of tisé dinapter of the
novel A portrait. It contains eight sentences (clause complexétlhday’s
(1985) terms).

We find 05 clear paratactic clause complexes, onple and two complex.
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1- “There was a picture of the earth on the first pagk his
geography: a big ball in the middle of the clouds

It is a compound complex sentence.

Following Halliday, it is a paratactic structureade up of two
clauses.

The basic type of logico-semantic relation thatyrhald between
the primary clause “There was a picture of theheart the first page of his
geography” and the secondary one “a big ball inrtfigdle of clouds™ is
that ofexpansion.

We recognize that the secondary part expandsrihegy one by
elaborating it. Since elaboration is combined with parataxite
aforementioned clause is securectlayification.

Halliday (1985: 203) explains the term elaboratiag: “The
secondary clause does not introduce a new elemnthe picture but rather
provides a further characterization of one thatlieady there, restating it,
clarifying it, refining it, or adding a descriptiatribute or comment”.

In our example, we can say that the secondarseldoes not add
any new information but it rather clarifies thetpie to the reader. Stephen
Is explaining as the secondary clause by commerinig. He describes the
earth in the picture as “a big ball in the middielouds”.

The paratactic relationship is made implicit; #hex no conjunctive
expression, but we notice the conjuncting puncbmathe colon(:) which is
a mark of expansion (elaboration (clarification)).

At this stage, Stephen is still discovering therld/mutside his
close family. His language has as a major functiendescription of every

thing new. The five senses already awakening in fire¢ section are

! Here the original structure of the secondary @amight be: It was a big ball ...the head is omitted.
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developing in response to the world around him. Segaently, when
describing he will be commenting and trying to explall what he sees.
Until now, he cannot decide which is most importéort him. All things
(new ones) seem to him on equal status (This jestiiis abundant use of
paratactic clause complexes.
In terms of symbolization we may write the suggestetation.

- Expansion

Elaboration:

(1=2) (1equals?2).

2- “Fleming had a box of crayons and one night duriinge
study he had coloured the earth green and the «loud
maroon”,

This paratactic clause complex is a kind of expmansThe
secondary clause expands the primary onextgnsionIn other words, the
secondary clause extends the meaning of the prinoagy by adding
something new to it. Halliday (1985: 207) clariftbéss: “What is added may
be just an addition, or a replacement, or an atera’.

The combination of extension with parataxis giueso-ordination
between clauses.

In the present clause complex, the co-ordinatisntypically
expressed by the coordinating conjunctaomd which expresses in its turn
the “addition” category of extension. Here, onegess is joined to another.
When looking at the secondary clause which is addele primary one, we
clearly understand that Stephen, and after talkimgut Fleming owning the
box of crayons, he added something new about whiichis that he used it
to colour the picture.

The notation for positive additive extension, wbtlien be:

1+2) (1and?2).
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It is quite clear that Stephen is just introducthg reader to new
things each time he recalls them. What is sigmficéor him is the
information. If Stephen is mature enough then hi vé able to say the
previous clause complex with hypotactic combingticthe new structure
might either be:

“Fleming who had a box of crayons had one nightrdufree study coloured
the earth green and the clouds maroon”.

Or:

“Fleming had a box of crayons by which he had caduhe earth green and
the clouds maroon”.

Another reason behind such a use of coordinatather than
subordination is perhaps due to Stephen’s loosedmwdnnected memories.
His impressions trembling back in his mind withauganization made him
add or alternate new elements each time he remsnibem without
knowing what is the most important to be indepehdetess important to be

dependent.

3- “He opened the geography to study the lesdmrti;he could
not learn the names of places in America”.

This paratactic clause complex belongs to expandibat is, the secondary
clause is amxtensiorto the primary one.
The coordination between the two clauses is expdeiwough adversative
extension (1 and conversely 2) marked by the coatoiig conjunctiorbut.
It is a simple apposition.
The notation is: (1 + 2).

2 However, the use of hypotaxis does not alwaysyirapmantic complexity. The use of paratactic
structures is further found in later chapters wBtsphen starts to gain maturity. The different iagibns
of such paratactic structures will be looked ahimthird chapter when dealing with the styliséatires.
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4- “They were all in different countries and the caued were
in continents and the continents were in the ward the
world was in the universe”.

This is a paratactic clause complex denoting atipesaddition as
a category of extension.

The presence of successive additions here may betaluhe fact that

Stephen is bored with all those names in the bawk has mind of a child

cannot bear all that, or he does not have anyigffia such a subject matter
(geography).

From another perspective, all those additionscctal the answer
to Stephen’s wondering and his attempt to situatesélf in this immense
world or universe.

In order to carry on the analysis of Stephen’s maysand mental
development, we may say that he is still in respaieshis senses (see the

following sentences).

“The bell rang for night prayers and he filed outtbe study hall
after the others and down the staircase and aldmg ¢orridors to the
chapel. The corridors were darkly lit and the chiayas darkly lit. Soon all
would be dark and sleeping. There was cold nightrathe chapel and the
marbles were the colour the sea was at night. Téee was cold day and
night: but it was colder at night. It was cold addrk under the seawall
beside his father’'s house. But the kettle wouldrbéhe hob to make punch”.
(“A portrait”, p.19)

The passage above is mainly paratactic.
5- “The bell rang for night prayerand he filed out of the study
hall after the others and down the staircase anuhglthe

corridors to the chapel”.
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This is a paratactic clause complex. The combonatf both
clauses is made by means of a coordinating conpmand which expresses
a positive addition as a main category of extension
The notation is (1 + 2).

6- “The corridors were darkly litand the chapel was darkly
lit”,
This paratactic clause complex is written by edtieg the primary
clause with a secondary one through addition.
Notation: (1 +2).
Such an arrangement of clauses may be questiohad why this

repetition? Why didn't he say:
“The corridors and the chapel were darkly lit”
Marinier (1996: 57) argues that the use of paratgioduces irony or
humour to give back emotion or to imitate the stgle.

“La parataxe est un procédé asyndétique qui rdfuseibordination.
Elle produit I'ironie ou 'lhumeur, restitue 'émon, imite le style oral”.
Stephen, goes on using his senses, in walking dovihe chapel: first he
finds the corridors which he described as darklythen he also finds the
chapel darkly lit.

The reason beyond using “and” then is that mowngards keeping
describing the place at the same time (parataxis ls&enecessary as it is

instant (gives instant in details)).

7- “The sea was cold day and night: but it was coldenight”.
It is a paratactic clause complex: it is an exmmsmarked by an
adversativéout.
Notation: (1 + 2).
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Stephen is describing his feeling of coldnessughodifferent stages.
The opposition, then, expressedday is adequate.

Let us now consider the last two clauses.

8- “It was cold and dark under the sea wall beside flaither’s

house”.
The first sentence is simple. Traditionally recagui as a complete unit of
thought, starting with a capital letter and endingh a period, the first
sentence, then, is an example of that. It is netftéitt with Stephen, who
decided to extend the meaning of this sentencédjallowing one in which
he started wittbut. This means that we can join the two paratacticailys
true that it was cold and dark outside but it igwanside (we understand
that from the kettle on the hob).

Stephen remembers when he was in the chapel afollege and the
image or the scene of his home has suddenly spntmdpis mind. Thus, use

of simple and paratactic clauses is notice.

Table 2.2 Clausal Analysis of Paratactic Structures

Sentence Logico-semantic Relation Market
Expansion projection
S1 elaboration (clarification) - ()
S2 extension (positive addition) - and
S3 extension (adversative addition) - but
S4, S5, S6|  extension (positive addition) - and
S7, S8 + Extension (adversative addition) - but
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We notice that Stephen the child tend to use petiat structures
where the secondary clause expands the primarylpnbddition (positive,
adversative).

This is due to Stephen's flow of memories in whehaccumulates for
us anything he recalls from his childhood. It iscatlue to those chunks of

detailed descriptions graved in his memory.

2.2.4 Discussion of Paratactic Structures

In another direction, what Joyce brings aboupls@’s speech is that
this schoolboy, at the age of six, is in most @ time talking to himself and
projecting the daily adventures into his own wowih imaginative and
romantic language.
“..., how much ofsoliloquymust take place when a child is alone in a room,
or when children speak without addressing themsdlvany one.”

(Piaget, 1926, tratesdidby Marjorie and Ruth1978: 14).

Stephen's first crisis fits Piaget's statementisTil particularly true
when Stephen is away from home and from his falmlgt most of the time
he is lonely. The only refuge for him is his bedte dormitory where his
imagination is triggered off. The first scene isenhStephen was told of
ghosts, of murderers, which came frighteningly t® mmind. Alone in his
bed, Stephen, the child of six, tries to go oves fears thanks to his
monologue in which he dreams of going home.

The following illustrative passage is almost vemit in simple
sentences sometimes even more with words. Sométiepe are there: the
childish language emerges again.

“Going home for holidays! That would be lovely: tedbows had told him.
Getting up on the cars in the wintry morning ougsttle door of the castle.
The cars were rolling on the gravel. Cheers for rtbetor!

Hurray! Hurray! Hurray!
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The cars drove past the chapel and all caps warged. They drove

merrily along the country roads. The drivers pothteith their whips to
Bodenstown. The fellows cheered. They passed timhdase of the Jolly
Farmer. Cheer after cheer after cheer. Through Eldéimey drove, cheering
and cheered. The peasant women stood at the hadfdib@ men stood here
and there. The lovely smell there was in the wiairy the smell of Clane:
rain and wintry air and turf smouldering and corayr.
The train was full of fellows: a long long choc@dtain with cream facings.
The guards went to and fro opening, closing, logkunlocking the doors.
They were men in dark blue and silver; they hadesyl whistles and their
keys made a quick music; click, click: click, click

And the train raced on over the flat lands andtghs Hill of Allen.
The telegraphpoles were passing, passing. The wamt on and on. It knew.
There were lanterns in the hall of his father's seuand ropes of green
branches. There were holly and ivy round the pesgland holly and ivy,
green and red, twined round the chandeliers. Theee red holly and green
ivy round the old portraits on the walls. Holly amdy for him and for
Christmas.

Lovely...

All the people . Welcome home, Stephen! Noisesetfome. His
mother kissed him. Was that right? His father wamarshal now: higher
than a magistrate. Welcome home Stephen!

Noises...”
(‘A Portrait’ P. 22-23)

Another passage shows Stephen’s fascination witfdsvwhich help
him build his reality through a stimulated imagioat After his illness, he
was ordered off to the infirmary. Alone again, &ts imagining his death

and burial. He recalls a funerals verse.
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As we shall see, most sentences in the passagmai@ictic. Stephen
Is inventing, and dreaming. His speech (monologi@gs not have any
communicative function but it has a kind if stimsilito use the language he
knows so far.

“‘How far away they were! There was cold sunlighttside the
window. He wondered if he would die. You could jd&t the same on a
sunny day. He might die before his mother camen Fleewvould have a dead
mass in the chapel like the way the fellows had ko it was when Little
had died. All the fellows would be at the masssskd in black, all with sad
faces. Wells too would be there but no fellow wdoddk at him. The rector
would be there in a cope of black and gold andeheould be tall yellow
candles on the altar and round the catafalque. Amely would carry the
coffin out of the chapel slowly and he would badalin the little graveyard
of the community off the main avenue of limes. Walls would be sorry
then for what he had done. And the bell wouldgiaivly.

He could hear the tolling. He sang over to him#&f song that Brigid
had taught him
Dingdong! The castle bell!

Farewell, my mother!

Bury me in the old churchyard
Beside my eldest brother.

My coffin shall be black,

Six angels at my back,

Two to sing and two to pray
And two to carry my soul away.

How beautiful and sad it was! How beautiful the de®were they said
Bury me in the old churchyard! A tremor passed dusrbody. How sad and
how beautiful'! He wanted to cry quietly but not femself: for the words, so

beautiful and sad, like music.
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The bell! The bell! Farewell! O farewell’A Portrait’ P. 26-27)

Apart from the sentential level one may judge Seéefdh utterances
according to their content of words. The acquisital language takes a leap
onwards by showing a great potential of using wongsv words. Stephen is at
the age of six, the first time at school, and lpsexh started to display an
exponential growth of vocabulary.

“First words representsiep into symbolic communication, and it
signifies the start of the rapid vocabulary growith which thoughts, feeling
and perceptions, as well as other areas of lingudstvelopment are framed.”

(Scovel, 1998: 13)

In fact, even if Stephen has extended/beabulary, he is still not able to
combine the right meaning of each word he hearteams. Stephen, the
immature child, thought that language is but aemtage of words.

2.2.5 Description and Analysis of thdypotactic Structures

When reading the fourth section of thet fchapter, we know that
Stephen has passed through new experience whictinderucial for his
maturity as a school boy.

In fact, in dealing with*A portrait” we find that each of the five
chapters contains a number of sections. Sectiom9lanned so that they
contain crises, in Stephen experience. Each chapter with a climax which
represents a turning point in Stephen’s development

The climax in the first chapter of the novel (etfourth section) is
clearly understood when Stephen protests to thtorrdmecause he was
punished and humiliated without any reason for ®phen’s triumph is
realized when the rector promises to speak to tefeqt of studies in order
to change his mind before Stephen.

Remarkably enough, Stephen has shown a mentalogevent in

relation to his teachers and the way they treat him
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Stephen is now, aware of what a sin is. In additie is surprised
about the behaviour of the priests who should datl life and events with
great morality.

The end of this first chapter has contributed he tshaping of
Stephen’s mind and the way he perceives the waodidr@ality. His language
Is getting more and more elevated with a slightaase in the complexity of
the structure, namely when Stephen uses monologues.

An analysis of a passage where Stephen is goitigetoector’'s room

to complain shows that he is able to describe and the details of the
place.
“He had to decide. He was coming near the doomdfwent on with the
fellows he could never go up to the rector becawseould not leave the
play ground for that. And if he went and was paddd the same all the
fellows would make fun and talk about young Dedghisg up to the rector
to tell on the prefect of studies.

He was walking down along the matting and he dasvdoor before
him. It was impossible: he could not. He thoughth#f baldy head of the
prefect of studies with the cruel noncoloured elgeking at him and he
heard the voice of the perfect of studies askingtiwice what his name was.
Why could he not remember the name when he wash®lfirst time? Was
he not listening the first time or was it to make but of the name? The
great men in the history had names like that anabdy made fun of them. It
was his own name that he should have fun of if aeted to make fun.
Dolan: it was like the name of woman who washethek

He had reached the door and, turning quickly ugheright, walked
entered the low dark narrow corridor that led toetlzastle. And as he
crossed the threshold of the door of the corridersaw, without turning his
head to look, that all the fellows were dark coondpassing little doors that

were the doors of the rooms of the community. Hgakein front of them
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and right and left through the gloom and thoughatththose must be
portraits. It was dark and silent and his yes wesak and tried with tears
so that he could not see. But he thought they Wer@ortraits of the saints
and great men of the order who were looking dowrhon silently as he

passed: Saint Ignatius Loyola holding an open beak pointing to the

Words Ad Majorem Dei Glariam in it; saint Franciawer pointing to his

chest; Lorenzo Ricci with his berretta on his hé&d one of the prefects of
the lines, the three patrons of holy youth- saitéanSlaus Kostka, saint
Aloysius Gonzago and blessed John Berchmans, 4l woung faces

because they died when they were young, and FReter Kenny sitting in a
chair wrapped in a big cloak.

He came out on the landing above the entrancedmall looked about
him. That was where Hamilton Rowan had passes hadntarks of the
soldiers’ slugs were there. And it was there thatold servants had seen the
ghost in the white cloak of a marshal.

An old servant was sweeping at the end of theingndHe asked him
where was the rector’'s room and the old servanhigal to the door at the
far end and looked after him as he went on to d@ lamocked”.

(‘A portrait' P.62-63).
Among twenty three sentences, we §icteen complex ones.

1-  “If he went on with the fellows he could never go to the rector

because he could not leave the play ground fof'that

It is a complex sentence. We have hypotactic enhgrutauses.
With the finite clauselte could never go up to the rectaitie conjunctions
“iIf” and “because” serve to express both dependdtioy hypotactic status)

and the circumstantial relationship.
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The whole sentence expresses a very importandnatiiat Stephen
would have never done if he went with his fellows.

Stephen recognized the independence of his will tiedfreedom of his
decision.

What this sentence represents is a remembrante ctaStephen,
because it was written just after the sentencewdg coming near the door”.
After reaching the door, Stephen is not aware sfdeied. He could never be
there if he stayed at the playground. He could nevetest if he had not
decided.

So, what makes his thoughts come in a hypotactgarosation
(dependency) is, indeed, his shift in time meealighe circumstances that
would create its present status. What is most itaporfor him, then, is
going up to the rector the fact that makes thisidecur in the main or
independent clause (Stephen is able now to buildang@ classify his
priorities)“he could never gap to the rector”

The dependent clauses are:

“If he went on with the fellows”A finite hypotactic enhancing clause
expressing a positive condition.

“because he could not leave the playground fort'thaA finite
hypotactic enhancing clause expressing reason.

The notationis ¢ x [3)

2- “And if he went and was pandied all the same adl tbllows would make
fun and talk about young Dedalus going up to treaeto tell on the prefect
of studies”.

This compound-complex sentence shows another statend

of Stephen. That he is not absolutely sure thatithde treated rightly.
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The result of this which is, in fact quite importdar Stephen, that all the
fellows would make fun of him and talk about unsssful protest. As a
result of all that the main clause wadl the fellows would make fun”.

What is clear in this sentence is that there areentban one dependent
clause as if all those facts were attached to traleaxis.

“And if he went and was pandied all the same”: iaité
hypotactic enhancing clause, made up in its turtwaf equal sub- clauses
linked by expansion (the second sub- clause: “and pandied all the same
"extends the first “if he went” by a positive addih marked by the
conjunction “and”).

The whole dependent clause is one of condition:
“going up to the rector’

It is an embedded clause. It is a relative clamseked with
elaboration. Again, it is a non-finite clause definas Halliday (1985)
named: imperfective active clause.

“Dedalus going up to the rector”.

Means: Dedalus (who was) going up to the rector”.

“to tell the prefect of studies”.

It is a non-finite hypotactic enhancing clause redrkvith the preposition
“to”.

It is a clause of purpose: an infinitival clause¢hano subject.

3- “Why could he not remember the name when he weshelfirst time?”

It is a finite hypotactic enhancing clause. ltesnporal pointing the
same time by the conjunction “when”.

The main clause expresses Stephen’s wondering #®wcause that
made the prefect studies not able to rememberdmeenit is the main clause
since it contains a very important psychologicalttof Stephen which will

be developed in the following sentences (the megpoirhis name).
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4- “It was his own namthat he should have made fun of if he wanted to
make fun”.

It is a complex sentence. The first clause is ndhrkgh what is
known in English grammar ascleft sentence.

The sentence is split into two halves. There isn&moductory“it” +
be. Such a construction is useful for fronting &ment as a topic and for
putting focus on it.

The topic of the sentence is a nominal group: i, name) (the
name of the prefect) which is stressed or highéigh{subject focused).

From it we understand that there is an implied ra®tilve meaning in
the whole sentence.

Stephen, then, is supposed to have mastered adgaladf language
patterns that made him able to choose which syotagbuld fit his
impressions.

By focusing on the name of the prefect (Dolan) im $entence to be
subject of fun, Stephen is trying to defend himsslffar as his own name is
concerned (Stephen). This is, in a way, proof @pBeén’s search for self
identification and an additional proof for his iathbn as we shall see in the
later chapters.

Furthermore, what is to be taken into account & tephen keeps
remembering and talking to himself. The reader ot able diagnose his
emphasis and tone if he did not use a cleft seatbacause he is not talking
in fact. To manage this in a written form the ckdhtence was very useful.

“The cleft sentence is particularly useful in <weh> English, where
we can not mark contrastive emphasis by intonation”

The dependent clausé&f he wanted to make fun’is a clause of

condition: a finite hypotactic enhancing clause.
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5- “He had reached the door and, turning quickly uphe right, walked up
the stairs and, before he could make up his mindotoe back, he entered
the low dark narrow corridor that led to the castle

It is a compound-complex sentence.

The first part:

The main clause: there are two clauses on ecptalsst

“He had reached the door and”

“walked up to the stairs”

The dependent clause here is: “turning quickly aptite right”. it

means: “after he had turned quickly up to the fight

It is an enhancing clause ‘expressing time).

This clause is relative to the main oneatked up to the stairs”.

The second part: The main clausée “had entered the low dark
narrow corridor’

The dependent clauses are:

“before he could make up his mindd hypotactic temporal
enhancing clause.

“to come back”: a hypotactic enhancing clause of purpose.

“that led to the castle” that- clause or dependent declarative
clause occurring as an adjectival complement.

We notice that Stephen’s language is getting emsingly
characterized by complex sentences with more than hypotactic
clause.

The two parts are linked or coordinated by thguetionand.

The two actions, in both main clauses, seem tofliee same
importance for Stephen: reaching the door and iegtehe corridor.
The sequencing of events is a sign of Stephen’mbig of change in

personality.
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These two actions will be the start for Stepherb¢ a hero
among his mates. That's why Stephen is using thera paratactic
structure (1=2).

For the rest of clauses they are made dependesd Hey just

give details about the main information

6- “And as he crossed the threshold of the door of ¢baidor he saw,
without turning his head to look, that all the &slls were looking after him
as they went filin gby”
This long complex sentence is made up of:
The main clause: “he saw”
The dependent clauses are:
“(And) as he crossed the threshold of the doohefdorridor”.
It is a finite hypotactic temporal enhancing clausarked with the
conjunctionas.
“without turning his head”
It iIs a non- finite dependent clause marking a urstantial
relationship made by the prepositiarthout.
The meaning of the above clause depends on theimgea the
primary (the main) clause.
We may rewrite it as:
“without turning his head he saw that all the felowere looking
after him...”
It is a non- finite hypotactic enhancing clausecofcession. In
other words, it might be written as follows:
“Although he had not turned his head he saw...”
“to look” again is a non- finite hypotactic enharg clause
introduced by the prepositida. It is a clause of purpose.

“that all the fellows were looking after him”
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It is a relative clause: that- clause occurring asrect object.
“as they went filing by” another finite hypotactic

enhancing clause of time.

7- “He passed along the narrow dark corridor, passiiitie doors that were
the doors of the rooms of the community”

This complex sentence is made up of one main clandea dependent
one.

The main clause is:

“He passed along the narrow dark corridor”

The most important idea is Stephen’s passage thrthag narrow dark
corridor. He would have necessarily passed by doens afterwards, this is
why Joyce used a main clause to express the idgzasding along the
narrow dark corridor.

The dependent clause is:

“passing little doors’

It is a non-finite hypotactic enhancing clausetiaie showing the

simultaneity of events (passing the corridor atdhmne time of passing

the doors of the rooms).

If written in another way it would be: “He passabthng the
narrow dark corridor the moment (or as soon aspdssed the little
doors that were the doors of the rooms of the conityiti a relative

clause giving details about the doors.

8- “He peered in front of him and right and left thiglu the gloom and
thought that those must be portraits”
It is a compound- complex sentence.

The first main clause is:
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“He peered in front of him and right and left thiglu the

gloom”
The second main clause is
“thought”
The relative clausethat those must be portraits”
It is a relative clause occurring as a direct obje
Both sentences are linked by the coordinating
conjunctionand.

9- “It was dark and silent and his eyes were weak sl with tears so that
he could not see”

Again, it is a compound- complex sentence.

The first main clause is:

“It was dark and silent”

The second main clause is:

“and his eyes were weak and tired with tears”

The dependent clause is:

“so that he could not see”

It is a finite hypotactic enhancing clause expregsesult.

Both main clauses are coordinatedayl.

10-“But he thought they were the portraits of the saiand great men of the
order who were looking down on him silently as lasged: saint Ignatius
Loyola holding an open book and pointing to the dgoAd Majorem Dei

Glorian in it; saint Francis Xavier pointing to hishest; Lorenzo Ricci with
his berretta on his head like one of the prefe€the lines, the three patrons
of holy youth- saint Stanislaus Kostka, saint Aley<sonzago and Blessed
John Berchmans, all with young faces because they when they were

young, and Father Peter Kenny sitting in a chaiapped in a cloak”(P. )
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This very long sentence is in fact an accumulabbmmages in
Stephen’s memory.
All the dependent clauses give a dedailescription to the saints.
The main clause is:
“But he thought”
The dependent clauses are:
“they were the portraits of the saints and greatnnud the
order”

It is a dependent clause ocngrras a direct object and the
conjunctionthat is omitted.

Quirk et al (1992: 734) statettlf#/hen the that- clause is object
or complement, the conjunctidhat is frequently omitted in informal use,
leaving a ‘Zero that- clause’.”

“who were looking down on him silently”
It is an embedded clause functioning as a postneodif
“as he passed”

It is another finite hypotactic enhancing clausgrking
simultaneity in time.

“holding an open book™and ‘pointing to the word's
normally “who was holding...” and “who was pointing”.

Non- finite relative clauses (imperfective in Hidy’'s terms)

“pecause they didavher] they were young”

It is a finite hypotactic enhancing clausésitting in a chair
wrapped in a big cloak”

The absence of real finite verb form in non- findauses means that
they do not give real determination about the gratrgal function of
sentence parts. The frequent use of non- finitasea in a piece of writing
suggests what Quirk et al (1992: 724) call “...thedlue as a means of

syntactic compression”
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They (ibid) further say: “Certain kinds of non-ite clauses are
particularly favoured in the studied style of wertitprose, where the writer
has the leisure to make a virtue out of compactnEsst subject and finite-

verb form the context”.

11- “That was where Hamilton Rowan had passed and theksnof the
soldiers’ slugs were there”
It is a compound- complex sentence.
The main clauses are:
“That was”
“and the marks of the soldiers’ slugs were there”
The dependent clause is:
“where Hamilton Rowan had passed”

It is a finite hypotactic enhancing clause ofcela

12- “And it was there that the old servants had seendhost in the white
cloak for a marshal”

It is a cleft sentence where the adverbial is fedus

When reaching the entrance hall, Stephen rementbatst was the
place of ghosts. So, the important thing in thistesece is being at a place of
ghosts that is why it is focused by Stephen thinaugjng a cleft sentence.

13- “He asked him where was the recto’s room and tltesarvant pointed
to the door at the far end looked after him as le@tvon to it and knocked”
Apart from the main clause we have the dependanses:
“where was the recto’s rooman adverbial clause of place.

“as he went to it a finite hypotactic enhancing clause of time.
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14- “He knocked again more loudly and his heart jumpdten he heard a
muffled voice say”

It is a compound- complex sentence. We have operdkent clause:

“when he heard a muffled voitea finite hypotactic
enhancing clause of time.

What is frequent in the previous text is that atnall the dependent
clauses are expanding the primary one by enhandewién reference to
time or place or cause.

To decide upon the complexity of a piece of wgtome may calculate
what we call theomplexity index.

First, we make the addition of the independent @egkendent clauses
in the text.

Second, we divide the total number by the numidemdependent
clauses and then we will find the complexity index.

In the previous text we have: seventy four claugbsty seven

independent clauses and thirty seven dependergedau

Complexity index>2*37 =74 _»
37 37

The index of complexity is of 2.

Table 2.3 sums up the different hypotactic enhaecgmiauses
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Table 2.3 Clausal Analysis of Hypotactic Structure®f the First Passage

Sentence Logico-semantic Relation Marker
Expansion projection
S1 Enhancement (circumstantial) - If, because
S2 Enhancement (condition) - If
S3 Enhancement (temporal ) - when
S4 contrastive - It ... that
(cleft sentence)
S5 Enhancement (temporal, - before, to, that, verl
purpose ) less clause (turning
)
S6 - as, without
S7 Enhancement (temporal) - as
S8 - Indirect
thought
(mental)
S9 Enhancement (result) - so that
S10 Enhancement (temporal) - as
S11 Enhancement (place) - where
S12 Focus - It ... that
(cleft sentence)
S13 Enhancement (place, time) - where, as
S14 Enhancement (time) - when

Almost all the clauses are marking time. Theysagable for this kind

of narratives.

The following passage is the end of the firstisactrom the second

chapter in which the young artist takes refugenmitmage of Mercedes. He
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feels that when he will meet her he will lose higakness, fear and
immaturity.

So, we shall see that Stephen’s use of complextates is a way to
express his feelings and dreams.

In this section, Stephen has come back home ésuimmer holidays.
With contact with the adult world in which Stephleears talks about Irish
politics and family stories which rise his cons@pess but he prefers rather
literature. That is why we see him reading duringhth All that would
contribute to the process of his building maturity.

“He returned to Mercedes and, as he brooded uponimmage, a
strange unrest crept into his blood. Sometimesvarfgathered within him
and led him to rove alone in the evening alongghiet avenue. The peace
of the gardens and the kindly lights in the windgesred a tender influence
into his restless heart. The noise of children lalygannoyed him and their
silly voices made him feel, even more keenly tleahdd felt at Clongows,
that he was different from the others. he did nahtwo play. He wanted to
meet in the real world the unsubstantial image W soul so constantly
beheld. He did not know where to seek it or how,abpremonition which
led him or told him that this image would, withaary overt act of his,
encounter him. They would meet quietly as if tree known each other and
he made their tryst, perhaps at one of the gates eome more secret place.
They would be alone, surrounded by darkness arehaat and in that
moment of supreme tenderness he would be transtighe would fade into
something impalpable under her eyes and then inoenent he would be
transfigured. Weakness and timidity and inexperearould fall from him in
that magic moment”

(‘A Portrait’ P2-73)

We find seven complex sentences.
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1- “He returned to Mercedes and, as he brooded uponrhage, a

strange unrest crept into his blood”

It is a compound-complex sentence containing:
The first sentence:
“He returned to Mercedes and a strange unrest drgpt his
blood”
This is the paratactic part (the compound sentence)
The second part:
“as he brooded upon her image”

It is a finite hypotactic enhancing clause of time.

2- “Sometimes a fever gathered within him and lad tornove alone

in the evening along the quiet avenue”

In this sentence we have a relative clause: amitinbl nominal

clause.

3- “The noise of children at play annoyed him and itteily voices
made him feel, even more keenly than he had féllatgows, that he was
different from others”

It is, again, a compound complex sentence made fupwo
independent clauses on equal status:

“the noise of children at play annoyed hin&hd ‘their silly voices
made him feel.”

The dependent clauses are:
“‘even more keenly than he had felt at Clongows” a

dependent comparative clause.
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“that he was different from others”. a finite agle (-that

clause) occurring as an object.

4-“He wanted to meet in the real world the unsubstnmage which
his soul so constantly beheld”
It is a complex sentence.
The main clause is: “He wanted”
The dependent clauses are:
“to meet”: an infinitive nominal clause.
“which his soul so constantly behé&ldan elaborating

relative clause.

5- “He did not know where to seek it or how, but amoaition
which led him on told him that this image wouldhaut any overt act of his,
encounter him”

It is a compound-complex sentence.

The main clauses are:

“He did not know”
But a premonition told him”

The dependent clauses are:

“where to seek it and hdwit is an adverbial clause (non- finite
hypotactic enhancing clause of place)

“or how”: is elliptical, normally we might find “and how to
seek it”

“which led him on™ an elaborating relative clause

“that this image would encounter hima that- clause (relative

occurring as a subject).
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6-“They would meet quietly as if they had known eeaitter and had
made their first tryst”
This complex sentence includes:
A main clause:
“They would meet quietly”
A dependent clause:
“as if they had known each other”: a finite hypi@
enhancing clause of comparison expressed by tharaonas if.

There is an elliptical clause “and had made thest tryst” instead
of “and as if they had made their first tryst”.

At the end of this section, Stephesed a simple sentence to
summarize the event (his supposed meeting with dies).

All those interrelated clauses culatad to reach one major focus of
information: meeting in the real world someone wlpresents the image of
Mercedes implies the most important event whiclhes fall of Stephen’s
weakness, timidity and inexperience.

In the previous passage we find eght@ 8) dependent clauses and

thirteen (13) dependent clauses.

The complexity index is:181+313 =i’—;= 238

We summarize the above clauses in the followinggtab

97



Table 2.4 Clausal Analysis of Hypotactic Structuresof the Second

Passage
Sentence Logico-semantic Relation Marker
Expansion projection
S1 enhancement (time) - as
S2 relative clause (infinitival nominal) - to
S3 relative clause (object) - that-clause
relative clause (infinitive nominal _
S4 _ - to, which
elaborating)
enhancement (place)
_ _ where
S5 two relative clauses (elaborating, - _
_ which, that
subject)
S6 enhancement (comparison ) - as if

In the second section of the second chapter 8tegh living hard

experiences: financial problems, family problems.ickhled him to sink

into loneliness.

He was considered by his fellows as a hero aftemplotest against

unjust punishment at the end of the first chapterhis heroic deed became

the subject of laughter and joking by his fathed &ars friends at the end of

this section which, we cannot see through it Stejsheeactions and then we

cannot judge his use of language because what dagdone is leaving the

reader, like Stephen, with mockeries in his eale &nd of this section is

just telling and not commenting. Stephen’s matutityugh it could be felt,

it is not clearly proved since we could not hea ¢wvn voice. We are not

then going to analyse the final passage of thismsec

In the following two sections of the second cha@tephen believed

he gained self- confidence through initiating itlte sexual act.
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When moving to the third chapter, we see Stepbelmg very guilty
after listening to the retreat of the priest. Awam®ugh of his sins, he saw no
escape from going to confess at the church. Gigegivifeness, he was filled
with joy and became conscious about real life.

At the end of the third chapter we read Steph@gaghts by means of
paratactic structures. The abundant use of pagtaxa sign of the rise of
consciousness. We cannot always expect to find mer hypotactic
structures each time Stephen lives a new experiddiseuse of simpler
structures does not necessarily show his immaturity

Generally speaking, the third chapter of the nasehot devoted to
Stephen directly. The priest at the sermon takesathgest part. That is why
Stephen’s thoughts and statements are not frequenivhen they occur they
are used in specific kinds of exchanging languagh s memories, dreams,
and conversations. These specific kinds of languegeare recognized by
stylisticians to take special ways of arrangingirtlsyntax (like parataxis,
ellipsis...) which we shall see in our next chaptdrichh deals with the
stylistic features.

In the fourth chapter of the novel we see Stepdadrsfied with his
new amended life.

“Perhaps, connected only for his imminent doom,hael not had
sincere sorrow for his sin? But he surest sign thiatconfession had been
good and that he had had sincere sorrow for his was, he knew, the
amendment of his life.

| have amended my life, have | not? He asked Hifhse

(‘A Portrait’ P. 174-57.

Next, Stephen has been chosen to be a prieshebdid not accept at
the end. He wanted freedom.

When he went to the University, he became incnghgiaware of his

ambitions in life. He found refuge in using ‘magiwords’ and in reading
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literature especially poetry. Now, he became shat the life of priesthood
IS not his.

Taking the habit of wandering in Dublin Streets,las faced his fate:
the call for life and creativity.

The climax of the novel is when Stephen seeslangar the sea. She
had awakened all his artistic faculties.

“A girl stood before him in midstream, alone andl gjazing out to
sea. She seemed like one whom magi had changedhmtokeness of a
strange and beautiful seabird. Her long slenderebbags were delicate as a
crane’s and pure save where an emerald trail ofwsssd had fashioned
itself as a sign upon the flesh. Her thighs fuled softened as ivory, were
bared almost to the ships, where the white fringfeBer drawers were like
feathering of soft white down. Her slateblue skwtsre kilted boldly about
her waist and dovetailed behind her. Her bosom a&s bird’s, soft and
slight, slight and soft as the breast of some darkpged dove. But her long
fair hair was girlish: and girlish, and touched wWwitthe wonder of mortal
beauty, her face.

She was alone and still, gazing out to sea; amerwshe felt his
presence and the worship of his eyes her eyes dutoehim in quiet
sufferance of his gaze, without shame or wantonhess), long she suffered
his gaze and then quietly withdraws her eyes fraahd bent them towards
the stream, gently stirring to water with her fdather and thither. The first
faint noise of gently moving water broke the sienlow and faint and
whispering, faint as the bells of sleep; hither dhither, hither and thither;
and a faint flame tremble on her cheek.

Heavenly God! Cried Stephen’s soul, in an out bafgrofane joy.”
(‘A portrait’ P. 195)
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In this long passage we have only six complex ese#s. Their
dependent clauses are finite hypotactic enhanacieg.o

This detailed description is a product of a futarest who discovered
his potential faculties. He is able now to use disgc competence to talk
about any theme or to describe any event or scette the appropriate
language pattern which he considers to fit his dilsing both simple and
complex structures is probable now. Since one vehmastering complex
structures, he has necessarily passed through esimpkes. Now, what is
remarkable in Stephen’s speech and thoughts isidbas themselves
whatever their way of realization. In other wordsaching a syntactic
complexity is not always an indicator of linguisti@aturity. It could be that
at the first stages, but as soon as the individualipposed to master all the
syntactic structures (simple and complex), he canthhem both.

The fifth chapter ofA Portrait' is the longest one. We are approaching
to the character of Stephen through his specifecaidanguage as a vehicle
to all his ideas, dreams, ambitions...

This chapter examines the influence of family, oy and religion
which have shaped Stephen’s life thus far. It shd@wsphen stripping
himself layer by layer of each of the confining dklas which restrict his
maturing artistic soul.

All the lyrical, fragmented structures and dialegueveal Stephen’s
metamorphosis into an artist as he moves from sulige subject in an
attempt to resolve his conflicts.

This final chapter, again, summarizes Stephem&rence thus far.

We see the mind of Stephen wandering, making piossible for him
to concentrate on his lectures. He is bored wighi¢lictures at the University.
He is now at the stage to judge and evaluate wdhatdds.

He escapes reality by thinking about words, tlaeiangement, their

Latin derivatives and their use in poetry.
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Stephen is not thought to be linguistically mat@eéherwise, he is not
able to build up his opinions and remarks upon saspects of language. He
goes further along this chapter and through hisyemations with his fellows
to forge his aesthetic theory.

We shall try to analyse some passages in whichlahguage of
Stephen is both semantically and syntactically dempo show that the
character is identified by his language: a phildgopf his own.

“Aquinas uses a term which seems to be inexacaffled me for a
long time. It would lead you to believe that he hadnind symbolism or
idealism, the supreme quality of beauty being ltligpm some other world,
the idea of which the matter is but the shadow,réadity of which it is but
the symbol. | thought he might mean that clarisathe artistic discovery and
representatives of the divine purpose of anything force of generalization
which would make the esthetic image a universal amke it outshine its
proper conditions. But that is literary talk. | uvaxtand it so. When you have
apprehended that basket as one thing and haveahalysed it according to
its form and apprehended it as a thing you makeotilg synthesis which is
logically and esthetically permissible. You sed th& that thing which it is
and no other thing. The radiance of which he speakshe scholastic
quidditas, the whatness of the thing. This suprquaity is felt by the artist
when the esthetic is first conceived in his imagam The mind in that
mysterious instant Shelly linked beautifully toaalifg coal. The instant
wherein that supreme quality of beauty, the clestdiance of the aesthetic
image, is apprehended luminously by the mind whashbeen arrested by its
wholeness and fascinated by its harmony is thenous silent stasis of
esthetic pleasure, a spiritual state very like hattcardiac condition which
the Italian physiologist Luigi Galvani, using a pise almost as beautiful as

Shelly’s, called the enchantment of the heart.
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What | have said ... refers to beauty in the wiggrse of the word, in
the sense which the word has in the literary tradit In the marketplace it
has another sense. When we speak of beauty iretload sense of the term
our judgment is influenced in the first place bg #rt itself and by the form
of that art. The image, it is clear, must be sdtveen the mind or senses of
the artist himself and the mind or senses of otHéy®u bear this in memory
you will see that art necessarily divides itselbithree forms progressing
from one to the next. These forms are: the lyricah, the form wherein the
artist presents his image in immediate relatiorhtmself; the epical form,
the form wherein he presents his image in immedelsgion to himself and
to others; the dramatic form, the form wherein hesgnts his image in
immediate relation to others.

...The art, being inferior, does not present them®rl spoke of
distinguished clearly one from another. Even ierature, the highest and
most spiritual art, the forms are often confusedue Tyrical form is in fact the
simplest verbal vesture of an instant of emotiomhythmical cry such as
ages ago cheered on the man who pulled at the odragged stones up a
slope. He who utters it is more conscious of tletamt of emotion than of
himself as feeling emotion. The simplest epicahfa seen emerging out of
lyrical literature when the artist prolongs and laas upon himself as the
centre of an epical event and this form progresdlethe centre of emotional
gravity is equidistant from the artist himself aindm others. The narrative
IS no longer purely personal. The personality of #irtist passes into the
narration itself, flowing round and round the pensoand the action like a
vital sea. This progress you will see easily in dlek English ballade Turnip
Hero which begins in the first person and endsha third person. The
dramatic form is reached when the vitality whichs Hiowed and eddied
round each person fills every person with suchlvibace that he or she

assumes a proper and intangible esthetic life. férsonality of the artist, at
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first a cry or a cadence or a mood and then a flamtl lambent narrative,
finally refuses itself out of existence, imperdees itself, so to speak. The
esthetic image in the dramatic form is life pudfi@ and projected from the
human imagination. The mystery of esthetic, like tf material creation, is
accomplished. The artist like the God of creatiemains within or behind
or beyond or above his handiwork, invisible, refineut of existence,
indifferent, paring his fingernails”
(‘A Portrait’ p. 242-245).
This extract contains thirty one (31) sentences:

twenty five (25) complex and six (06) simple

1- “Aquinas uses a term which seems to be inexact”

It is a complex sentence in which the dependeaisd is a relative
clause introduced by the relative pronaumch.

In Halliday’s term this dependent clause is atéirelaborating clause
which is also called ‘contact clause’.

Here there is only one piece of information nob tihquinas uses a
term” but “which seems to be inexact” is a parthef whole news.

The analysis of this clause would be as Hallid®B86) suggests:

Aquinas uses atermwhich seemsto be inexact
Finite | Subject| Predicate Commam
Modifier Head Postmodifier
B a B

The embedded clause functions as a postmodifier.
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2- “It would lead you to believe that he had in minghbolism or
idealism, the supreme quality of beauty being latligpm some other world,
the idea of which the matter is but the shadowydadity of which is but the

symbol”

It is a complex sentence made up of a main cldlisshould lead

you” and five dependent clauses:

“to believe”: an infinitive nominal clause.

“that he had in mind symbolism or idealisma declarative
clause occurring as a direct object.

“being a light from some world a non- finite dependent clause.

The major link between this dependent clause hadtain clause is
that of expansion marked essentially by elaboration

“being a light from some atkeorld”
“which is a light from som#her world”

This dependent elaborating clause (the secondanse&) does not
introduce a new element into the picture but itvates a further description
of the already existing element.

“the idea of which the matter is but the shadow”

“the reality of which is but the symbol”

These two dependent clauses are similar in theictstre and they are
finite relative ones going deeper in describingiireen clause. Their type of

expansion then, is elaboration.

3- “l thought he might mean that claritas is the atttsdiscovery and
representation of the divine purpose in anythingadorce of generalization
which would make the esthetic image a universal amake it outshine its

proper condition”
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It is again a complex sentence made up of the manse:“l
thought” and three dependent ones:
“he might mean”: a finite relative clause. It is in fact a that-
clause with the conjunctiothat which is omitted in informal use, leaving a
‘Zero that- clause’. This case is applicable whesthat- clause is object or
complement.
“that claritas is the artistic discovery and repesdation of the
divine purpose in anything or a force of generdiza’
It is another imbedded that- clause ooog as a direct object.
“which would make the esthetiaga a universal one”

It is a finite relative elaborating dedent clause.

4- “When you have apprehended that basket as one tnghave
then analysed it according to its form and appretezhit as a thing you
make the only synthesis which is logically andedsthally permissible”

It is a compound complex sentence having in itactire a
main clause’you make the only synthesisind three dependent clauses:
“When you have apprehended that basket as one”thanfinite
hypotactic enhancing clause of time.
and have then analysed it according to its form and
apprehended it as a thing”

It is a finite paratactic enhancing claa$d¢ime. It is coordinated with

the previous dependent clause and it is subordirtatéhe main clause.
“which is logically and esthetically permissible”

It is a finite relative elaborating clause.

5- “you see that it is that thing which it is and nther thing”
It is a cleft sentence with a focusepid (that thing: subject) and an

explicit negative meaning. Since the cleft senteraeals the contrastive
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meaning of the topic with an implied negative, &&m here, is making the
latter clear by saying “and no other thing”.

6- “The radiance of which he speaks in the scholagtidditas, the
whatness of a thing”

It is another sentence with a finitetiele elaborating clause.

7- “this supreme quality is felt by the artist whem thsthetic image is
first conceived in his imagination”
The dependent clause of this complexesee is a finite hypotactic

enhancing clause of time.

8- “The instant wherein that supreme quality of beauhe clear
radiance of the esthetic image, is apprehendedrauosly by the mind which
has been arrested by its wholeness and fascinagedsbharmony is the
luminous silent stasis of esthetic pleasure, aitsgil state very like to that
cardiac condition which the Italian physiologist igu Galvani, using a
phrase as beautiful as Shelley’s, called the entthant of the heart”

This very complex sentence includesr fdapendent clauses. The
first is a finite hypotactic enhancing clause adqad, the second and the third
are finite relative elaborating clauses and thertfous a verbless- ing

embedded elaborating clause.

9- “What | have said refers to beauty in the wider safghe word,
in the sense which the word has in the literarylitian”
We find two dependent clauses:
“What | have said”:a nominal relative clause introduced by a
wh- element and acting as a subject.
“which the word has in the literary traditidnanother relative

elaborating clause.
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10- “When we speak of beauty in the second sense dethe our
judgment is influenced in the first place by theitgelf and by the form of
that art”

This complex sentence or hypotactiati@action contains a finite

hypotactic enhancing clause of time.

11- “If you bear this in memory you will see that areaessarily
divides itself into three forms progressing frone ¢o the next”
There are two dependent clauses:
“If you bear this in memory” a finite hypotactic enhancing
clause of positive condition.
“that art necessarily divides itself into three flog progressing
from one to another’a relative nominal clause acting as a direct object
12- “These forms are: lyrical form, the form whereinetrartist
presents his image in immediate relation to hiniself
This complex sentence has as a dependent clafisgeahypotactic
enhancing one of place.
The following two dependent clauses have paratieictures so they
are finite hypotactic enhancing clauses too.
The passage in P. 244-245 of the novel contains:
-Two relative elaborating clauses introduceomin.
-Two relative elaborating clauses introduceaduych.
-Three finite hypotactic enhancing clauses of timeoduced
by whenandtill .
-A that- clause.
-A non- finite hypotactic enhancing clause of pmse
introduced by the prepositico.

-A comparative clausghan of himself”.
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-And some other embedded clau§garing his fingernail'.

2.2.6 Discussion of Hypotactic Structures

The reading of the passage of the third passagisreforts, patience
and rich prior readings because of the number wiptex sentences.

Using complex sentences in a very long sequencsai® features of
Stephen’s immense intellectual ability to givethtbse details by means of a
hierarchy to show his fellows his great imaginatmad memory.

Atteridge (2000: 31) states in this respect: “tdglity to process
highly complex syntax and unusual vocabulary is possession of an
extraordinary verbal memory”.

What is also noticed is the abundant use of fagimt clauses making
enhancement of all markers (time, place, conditipurpose) which
seemingly tend to fit this type of narratives.

Besides, hypotaxis is said to be used sometimehdw eloquence of
style. At this stage, we believe that Stephenyimdrto show his linguistic
maturity by being eloquent in such passages arsllibus using hypotactic
forms.

Marinier (1996: 57) says: “'hypotaxe caractérsseivent I'éloquence,
le style oratoire ou signale un registre recherché”

After the birth of a soul and then of a charadkown by simple
sentences, structures, one may say that the grovamgplexity of the latter
structures in the novel is in fact a complete gsnefsa character (Stephen).

What can be said concerning the previous passagesqually be said
on the other complex passages especially in thethapter of the novel.

We agree with Halliday’s (1973) idea about theéasing complexity
of a piece of language going with the increasedpdexity of events. In
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other words, Stephen’s syntax is growing up in lparavith all what he
experienced as events.

“A linguistic complexity that is also in harmonyitiv the increased
complexity of events” (Halliday, 1973: 129)

Syntactic complexity is due to dependent clausestwmay be finite
or non- finite dependent or embedded.

We remark also the frequent use of embedded dausé¢he final
chapter of the novel. The effect of such a freqyemay be due to what
Shivendra (1980: 285) points out “Embedding, foaraple, may be used to
convey the richness and complexity of a piece qieernce or to gloss
triviality and vacuity”.

Furthermore, Stephen when using dependency isgtiyl build up a
system of compensation i.e., dependent clausesamsate meaning in the
main clause. So, if we want to recapitulate iddas given sentence we use
dependent clauses.

If we try to calculate the complexity index of theevious passage we

may

find: Cl = Independetclauses dependentlauses - Cl= 33+41
IndependenClauses 33

=224
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Table 2.5 Clausal Analysis of Hypotactic Structuresf the Third Passage

Sentence Logico-semantic Relation Marker
Expansion projection

S1 relative clause (elaborating) - which
relative clause (infinitive nominal) to

>2 relative clause (direct object) ] that
relative clause (complement) zero that-clause

S3 embedded that-clause (direct object - that
relative clause (elaborating) which
enhancement (time) when

>4 relative clause (elaborating) ] which

S5 relative clause (focused topic) - It ... that

S6 relative clause (elaborating) - of which

S7 enhancement (time) - when
enhancement (place) wherein

S8 two relative clauses (elaborating) - which
embedded clause (elaborating) verbless-ing

s two nominal relative clauses ] what which
(elaborating)

S10 enhancement (time) - when
enhancement (positive condition ) if

>t relative nominal clauses (object) _ that

S12 enhancement (place) - wherein

By the end of the closing chapter of the novegp8en is showing a
rowing isolation so that he cannot communicate \&itly one in Ireland but
himself. Hence, his journal comes to protect hiomfrthe outside world as if
he (Stephen) had returned to its childhood or rdiindnis embryonic phase.

That is why we find in the journal simple as wedl@mplex structures.
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The journal was also a way of relaxing dentence fragments and
seemingly casual connections among thoughts. knmwn as the more
formal style of most of the narratives. So, thepal is in fact and should be
the product of a mature and competent writer likepBen at this stage. We
shall see illustrations from the novel:

“March 20. Long talk with Cranly on the subjectraf revolt”

He had his grand manner on. | suppled anave. Attacked me on the
score of love for one’s mother. Tried to imaging tmiother: can not. Told me
once, in a moment of thoughtlessness, his fathersidy one when he was
born. Can see him. Strong farmer type. Paper arltd sat. Square feet.
Unkempt, grizzled beard. probably attends coursmagches. Pays his dues
regularly but not plentifully to Father Dwyer of tras. Sometimes talks to
girls after nightfall. But his mother? Very youngwery old? Hrdly the first.

If so, Cranly would not have spoken as he did. Dieh. probably and
neglected. Hence Cranly’s despair of soul: thedcbil exhausted loins”.

March21night. Free. Soul free and fancy free. let the dead ey
dead. Ay. And let the dead marry the dead.

March 22. In company with lynch follalv@ sizable hospital nurse.
Lynch’s idea. Dislike it. Two lean hungry grey hdsmwalking after a heifer.

March23. Have not seen her since thgitn Unwell? Sits at the fire
perhaps with mamma’s shawl on her shoulder. Bufpeoish. Anice bowl of
gruel? Won't you now?

March 25morning. A troubled night of dreams. Want to get them
off my chest.

Along curving galley. From the floscgnd pillars of dark vapours.
it is peopled by the images of fabulous kings,irsetone. their hands are
fobded upon their knees in token of weariness hett eyes are darkened

for the errors of men go up before them for evedak vapours.
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Strange figures advances as from a cave. They ateas tall as
men. Their faces are phosphorescent, with darkeaks. They peer at me
and their eyes seem to ask me something. Theyt dp@ak.

April 16. Away! Away!

The spell of arms and voices: thateviarms of roads, their
promise of close embraces and the black arms loshigds that stand against
the moon, their tale of distant nations. They ag&llout to say: we are your
kinsmen. And the air is thick with their companytlasy call to me, their
kinsman, making ready to go, shaking the wingbaf exultant and terrible
youth.

April 26...

Welcome, O life! | go to encountarthe millionth time the reality
of experience and to forge in the smithy of my #oeiluncreated conscience
of may race.

April 27. Old father, old artificer, stand me naawnd ever in
good stead”.
(‘A Portrait’ p.28288

We noticed in the previous jottinge high frequency of simple
sentences. We even noticed the rarity of the stbgspecially subject
referring to Stephen (I or he).

Secondally, there is a frequent Useedbless and non-finite clauses
which signals the structural deficiency of the ative. In fact, at the end of
the novel Stephen manifests serious deficiency umdn relations. He
detaches himself from family ties country confinetneand religious
submission and that is why we interpret the recwseof non-finite and
verbless clauses as landmarks of deficient stresttw be the reflexion of
Stephen’s deficiency in his relation too. In adumti and as we have
suggested before, this journal is due to the grgusolation of Stephen: he

Is communicating with himself, he did not care tooch about the syntactic
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arrangements. So, we may say at this stage that ha mental and spiritual
maturity but it is not reflected by a syntactidiaguistic maturity.

Subjects often omitted may strongly ssgdke return of Stephen to
infancy or further to the embryonic stage whendharacter is not born yet.
We have followed the self identification of StepHaedalus throughout the
novel until he reached a climatic point where hela@onot live in his
community and then decided to build anew his ofely his own vision.

We consider Stephen at the end of nowelley means of his journal
resurrecting: thus, the use of very simple streguand even fragmented
phrases is quite fair.

Stephen’s journal for the five weeks ptmihis departure from Dublin
Is very significant. Looking at their syntactic amgement, they would reveal
unexpectations. We expected that the last pagekeohovel will contain
highly complex and long sentences which is not ¢hse. We, therefore,
believe that these fragmented passages are nab @uphase of maturity but
they are in fact the reflection of disconnected ragions collected as they
have occurred in Stephen’s memory. We may consliese chunks as a
flow passing through Stephen’s mind. In additionifimg a journal means an
individual task far away from any human contactekhdoes not suggest a
very careful syntactic arrangement. We may go @rrtto say that those
episodic units or fragments are a kind of a litgrexperiment for Stephen.
Now he is mature enough to present his ideas irsgntactic form.

Paradoxally, what can be suggested,henother hand, is that the
return to use simple sentences, verbless clausbgctiess clauses...etc is

the rise of a second infancy of Stephen.
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* Recapitulating Comments

Through the syntax of the novel one may understdrat, by using
Stephen’s language, Joyce wanted to prove Dublstagnation and
paralysis. He starts with simple ideas and stresttw end with them only to
show the circularity in which the Irish are living:circular style is a circular
life. When reading the novel we encounter the wéodtus suggesting

strongly the immaturity of the society.

simple ; complex

more
complex

Circulidy of Style

To clarify the increase of the complex sentencethénnovel we have
counted the entire number of sentences in eachtethapd extracted the
number of complex sentences in each chapter thehawe calculated the
percentages of complex sentences according tothlenumber of sentences.

Results are displayed both in the following tabid diagram:
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Table 2-6 Distribution of the Number of complex Setences and their

Percentages in Each Chapter of the Novel

Number of | Number of complex Number of All Percentage
Chapters Sentences sentences in Each (%)
Chapter
Chapten 253 851 29,73%
Chaptetl 225 561 40,120
Chapterl| 288 640 45,00%
ChapterlV 187 328 57,0%%
Chapter V 517 1165 44,380
Total 1470 3545 41,4206

The complex sentences constitute about 41, 47%heftatal number of

sentences.
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Diagram 2-1 Percentage of Complex Sentences Accandito the Whole

Number of Sentences in Each Chapter of the Novel

60 -

50 -

44,38
40 ~

30 -

20 -

10 -

66 115 167 198 289

Chapter 1 Chapter 2 Chapter 3 Chapter 4 Chapter 5

» Chapter One ends in page 66.

e Chapter Two ends in page 115.

» Chapter Three ends in page 167.
» Chapter Four ends in page 198.
» Chapter Five ends in page 2809.
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The diagram or the curve visibly shows tthet highest percentage of
complex sentences is 57, 01% corresponding to abehf chapter of the
novel. The latter is called a climactic one in whistephen has decided to be
an artist. Ellman (1959:307) says «Then at theddrtie fourth chapter the
soul discovers the goal towards which it has begst@niously preceding the
goal of life. It must swim no more but emerge iaio, the new metaphor
being flight.” So this chapter represents Stephad&as and ambitions
through his language in which its complexity sedamseveal his maturity
and competence.

The lowest percentage (29, 73%) correspdadthe first chapter in
which the character is not really introduced. Elngdbid) states that «In the
first chapter the foetal soul is for few pages asllghtly individualized, the
organism responds only to the most primitive sgnsapressions.”

What is remarked in this diagram is thheré is an upward
compatibility between the sentence complexity ahd move from one
chapter to another (from the first to the fourthgn there is a decrease in the
percentage in the last chapter. Such a syntadgidasty is due to the shift
from one style to another: from narrating to cdileg memories in a journal.
We are not deceived to find out that the growinmplexity of the sentence
is following a linear direction but the reason lehithe diminution of
complex sentences in the fifth chapter is as stgiediously Stephen’s
return to infancy and then to ego-centricity of esgje characterized by the
repetition of some expressions in addition to hiswgng isolation. It is
allowed to say that his decrease of syntactic cenrifyl is not due to a lack

of maturity.

Even if Stephen’s sentences are not cexnpl the last chapter they

share another important feature: length.
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By way of illustration we may mention Stephen wizeohild had answered
the question “What is your father?” by saying:” A gentlemen.”
(‘A Portrait’p.09). In the last chapter where he is supposed to bes mor
mature and as a result of his acquaintance withfdtliser’'s life, he has
answered the same question by saykdy:medical student, an oarsman, a
tenor, an amateur actor, a shouting politician, madl landlord, a small
investor, a drinker, a good fellow, a storytellspmebody’s secretary,
something in a distillery, a taxgatherer, a bankrapd at present a praiser
of his own past.” (ibid 274)

Stephen has stated fifteen of his father’shattes instead of just one
(a gentleman).

Another example in which he has desdrilreland in a different
perspective is stated in a complex sentence. Steghe child, describes
Ireland in the first chapter as followdreland is my nation.” (ibid 17):a
very simple and direct sentence without any valityinent whereas in the
last chapter he describes it as folloviisgland is the old sow that eats her
farrow.”(ibid 231)

It is a complex sentence wherein the main claus#agts what seems
important for Stephen: this old sow (old pig). Amere, the syntax goes side
by side with diction. Stephen has chosemvand not another word because
this word ‘sow’ has an impact on the reader. It suamzes the history of
Ireland which proved its inadequacy for keeping &ens, which bore her

sons and then ate them. The theme here is thati@yal and inadequacy.
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Conclusion and Summary

To conclude, we say that this chapter hedmajor task to check the
possible arrangements and distributions of paratacid hypotactic clauses
throughout the novel.

To consider the development of the character gfl&te we have focused on
the most striking experiences that shaped his gsgcld his language. Each
time and after living a new crisis, Stephen becomes mature.

Gradually, we get closer to Stephen through hrgasy This syntax
gives the literary work of Joyce (the novel), itewer, by being in
accordance with the development of events and tiveéhmental and spiritual
development of the hero: Stephen.

The language of the nov&\ Portrait’ has been chosen by Joyce to
make it possible for the reader to share his hesgjserience of words and
expressions. Stephen, the young boy, tries to statet language and its
relation to the world: in the first chapter we feak Stephen feels, the
physicality and concreteness of things through uke of direct and flat
structures including a diction reflecting the fisenses which had the direct
effect of showing the immediacy of the feelings amhsations conveyed.
From this, we may say that Stephen shows his badibponse to the
language which is a source of pleasure as Stepteerchild discovers the
rhythmic utterances of language.

When showing some maturity, Stephen the young mesponds
mentally to what surrounds him and what happersno Instead of sharing
his physical sensations we are moving inside Steéphmaind to see what is
going on. The reader has to exercise his imaginati@rder to keep close to
Stephen. The mental and spiritual wandering of I&tepvas presented with
more complex syntax showing his eloguence and dtisnpial to talk about

any subject. We may guess that besides the efiéttis family, his fellows
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and the church on his growing maturity, Stephen feasl of reading; the
fact that made him a very competent speaker antenusing deep and
complex structures. (Move from childish to bookssyie).

In this respect, Attridge (2000:65) summarizes hbe language of
Stephen is characterized throughout the novellbsvs:

“(1) Language is a material product of the body.

(2) Language is an abstract system, independehedfody.

(3) The speaker speaks the language saying freedy e or she means.

(4) The language speaks, and the meaning belonthe tcommunity before
it belongs to the speaker.”

At this point, we want to focus on the idea ogkidification’. How can
we identify a hero or a character through his |agg?

Stephen is a young intellectual who takes ussrtliinking and lets us
live his experience only through his selective aynt

Furthermore, Stephen’s childhood is just a dewused by Joyce to
make it possible for us to follow the genesis af tharacter.

Stephen’s manhood which is characterized by aiigtig maturity and
reflected through complex sentences is anothercdder Joyce to make his
hero able to convince his family and his friendd &mjustify his choices of
art and exile.

As a final point to be raised, let us considertiipe of the novel itself.
It is a bildungsroman of the symbolist modernisisgrJoyce which pursues
the metamorphosis of Stephen who at last rematrsvert.

We may dare say that the noval Portrait of the Artist as a Young
Man’ is the projection of Joyce’s modernist view abort wahich is the
modernist view of Stephen too.

The world of Stephen is made and held by its amgliage. The latter
Is presented in different modes that set up thstiarhierarchy in the novel.

We see the novel moving from the lyrical languagé¢he narrative; namely
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in the third and fourth chapters and arriving a¢ tramatic structures
consisting of dialogues and changing psychologisidtes and these
movements are indeed, and as Stephen believas imovvel, the same ones
of art itself.

We can summarize Stephen’s view of the world tghohis language
in the following figure that we have attempted tmceptualize in our view
of things.

The figure's conception and content are ours, hewte creed of the
idea emanated from Ellman (1959:307) as he mamthit:" Stephen is
stripping himself layer by layer of each of the fboimg shackles which
restrict his maturing artistic soul... Stephen's gloproceeds in waves, in
accretions of flesh, in particularization of neadsl desires, around and

around but always forward".
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Sple Paratactic Hypotactic subordinated gmented, simpl
% \ Juxtaposed v ordred resurrection /
Syntax

Figure 2.1 Stephen's View of the World Reflected biiis Life Experience
and Syntax

We understand that each type of syntax correspmnaslifferent experience

be it physical or spiritual. All those experiencestributed to the making of
Stephen's view of the world reflected by his larggua
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3.0 Introduction

For the linguistic analysis of our samples, we hdwkowed the
systemic model as expounded in M. A. K. Hallida98%). In this chapter,
we shall apply notions developed by stylisticiasisch as Leech and Short,
Crystal and Davy, pertaining to the points we wdikd to tackle here.

What we are going to do is to see which stylistatéires are marked by
the different syntactic structures. We may see Wirat of clauses occur in
description, in monologues, in conversation or amration and try to justify
the reasons and thus deduce the possible styifects for each type of
language communication.

It would be fruitful then to detect the stylistiedtures and markers with
the types of messages exchanged in the novel angk¢hniques developed
by Joyce.

3.1 Stylistic Features and Markers

When following a method of stylistic analysis, weish select some
features for analysis. Since the measuring of duadine variation in style
would suppose collecting extensively long corposee, will be working
rather on an intuitive basis, analysing the uselaofyjuage in the texts
following what Leech and Short (1981: 51-4) cak tfelative norms of the
language, which in general terms refer to what sially expected

linguistically in a given context or situation.

3.1.1 Style Borrowing

Defined by Leech and Short (1981: 54), the phenameof style
borrowing is “the adoption, in literature, of a Istyoborrowed from some

‘foreign’ norm...has manifestations in prose”. Weghare the same opinion
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with Leech and Short concerning the language abéggnning of Joyce'sA
Portrait’. Joyce has borrowed the child language in the ioggmages of the
novel to prove Stephen’s immaturity. Therefore, wa&nnot judge the
language of Joyce at the outset of the novel tanfeior or primitive. In
other words, Joyce here is not unable to develapraplex and ‘mature’
style but he is trying to introduce Stephen’s eachildhood into an
engagement with language in its lexical and symalctevels which were
quite simple and reflect the physical and emotioreality of Stephen’s
vision of the world.

The baby talk, the childish impressions and theilpddnguage are
presumably the beginning of Stephen’s encountdr laihlguage. The young
Stephen perceives the world as belonging to othads he finds himself
affected by the word’s physical and acoustic progerto the extent that it
can be associated with a purely non-linguistic sloufihe young boy’s
attempts to understand language and its relatidimetovorld made him live a
tiresome experience due to his direct physical aesp to words and
utterances. Such an experience shaped Stepheréematadtn. What
characterizes Stephen’s response to language aetlidbeginning then, is
the onomatopoeic quality of his first words:

1- “...and their keys make a quick music click, clickclg
click”

(‘A Portrait’ section ii, chapter l.p 22).

2- “Hurroo! “

3- “In the soft grey silence he could hear the bumphef ball:
and from here and from there through the quietthe sound of the cricket
bats: pick, pack, pack: like drops of water in arftain falling softly in the
brimming bowl.”

(‘A Portrait’ p 67.@pter | End of the last sectipn
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4- “It told them all at dinner about it and father Dat and |
and all of us we all had a hearty laugh togetheerav. Ha! Ha! Ha!”
(ibid. End of thed section. Chapter II. p. 82)

The major stylistic effect of those onomatopoeiadgois the vividness
of Stephen's language. The dynamicity of the lagguaerives from
Stephen's use of language of senses.

The style borrowing technique based on the reptasen of childish
language seems to be highly successful for stadibgography of Stephen
(probably enough of Joyce) at the beginning. Thildanguage with very
simple syntax announces an understanding of Joyiterary experiment,
which is projected onto Stephen’s early literargdurction. To clarify more,
Joyce has adopted the style borrowing techniqushtpe, for example,
Stephen’s early attempts to speak and write. Hily éanguage productions
were formulaic such as the nine- line addresssrghography book:

“Stephen Dedalus
Class of elements
Clongowes Wood college
Sallins
Country Kild are
Ireland
Europe
The World
The Universe”
(ibid. 17)

The first child's ideas are transcribed into fragtaeof the sentence;
I.e., Stephen's syntax has even not reached thensenevel.

And such as the prayers he murmurs before goibgdo

“God bless my father and my mother and spare

them to mel!
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God bless my little brothers andesistand spare
them to me!
God bless Dante and Uncle Charles and spare
them to me!”
(ibid.20)
Joyce used songs and repeated some sentencesray litehicles to
depict the early language features of Stephentithe. c
Furthermore, we may argue that Joyce’s borrowinghdtl language in
the first chapter was not only due to natural adestions (biological and
physical ones) but it was for him and through tbee of Stephen a way to
justify his view of language and the world. Cumively, Stephen’s simple
syntactic structures in the first chapter haveugoas being a Joycean trick to

follow reading.

3.1.2 Mind Style

Not very far from the borrowing style, Stephenigadnstyle is another
way of perceiving the world through language.

Taking as a point of departure the notion of ‘mstgle’ we have to
define this term introduced and defined by Fowl&7(7: 86) (cited in Leech
and Short, 1981: 188) as follows:

“Consistent structural options, agreeing in cugttihe presented world
to one pattern or another, give rise to an impogssf a world-view, what |
shall call a ‘mind style’. ”

The term, here, is used mainly to account forwlag in which the
character and the narrator can be said to rethectviay they perceive reality
or relate to it.

Stephen’s mind style in the novel is realized tigtostructural patterns

involving clause recursions through which Steplsedescribing, narrating or
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remembering and in all those language uses hansdribing reality as he
perceives it.

From baby talk to mind talk, Stephen has not onlgden his style
different but he shows that even his mind stylel@seloping to reflect his
maturity. When we meet Stephen A Portrait’ he allows us to enter a
mental world that possesses a linguistic and alltichness.

Let us consider Stephen’s talk about sensatiogsldfand warmth.

“It would be better to be in the study hall thart tleere in the cold. The
sky was pale and cold but there were lights indastle. He wondered from
which window Hamilton Rowan had thrown his hat be haha and had
there been flowerbeds at that time under the wirsddtwas nice and warm
to see the lights in the castle. It was like somgthn a book. Perhaps
Leicester Abbey was like that. And there were ieetences in Doctor
Cornwell's Spelling Book. They were like poetry lbey were only
sentences to learn the spelling from.

It would be nice to lie on the heartnug before fire, leaning his head
upon his hands, and think on those sentences. ierst as if he had cold
slimy water next his skin. That was mean of Wellshbulder him into the
square ditch because he would not swoop his Igtleffoox for Well's
seasoned hacking chestnut, the conqueror of fetoyv cold and slimy the
water had been! A fellow had once seen a big Daraging for Brigid to
bring in the tea. She had her feet on the fenddrteer jewelly shippers were
so hot and they had such a lovely warm smell”

ibid.10-11).

This description shows a tendency to simple anctpeatic syntactic
structures. There is abundant use of adjectivasahidg a perceptual quality
perceived directly by the senses of sight and tqaold, warm, pale, nice,
slimy, and square). These morphologically simplgecttves allow us to

follow Stephen’s thoughts and to perceive the osteme only through his
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mind. We feel his feeling of cold and warmth. Thighter castle looks

attractive for us as it looks for Stephen and we gaess its romantic value
with Stephen's imagination. So, we may guess thearduinterest of this

schoolboy by means of his mental language. We perdes mind's choice

of words and expressions.

The effect of such a type of mind styles is that wan detect
subjectivity of the writer and thus of Stephen. Wiy of judging things and
persons is expressed through adjectives which aesl in simple noun
phrases. The adjectives used bear value judgmantkdy are quite accurate
in giving details of things and persons.

At the level of clauses, the description seemset@dtive in a special
way. First, it was the subject (the actor) of ealduse who was described.
The clauses are active in their form or voice. &8d¢cahe subject shows an
emotional state, a reaction to a surrounding playsvorld.

By this type of mind style, we are introduced teiew of the world
where perceptual physical detail is dominant andereththe emotions
provoked are just the reaction of that physicalleko¥We have to keep in
mind that the previous passage has been chosenttiefirst chapter of the
novel‘A Portrait’ where Stephen is still a boy and responds phygitathe
world, he is not mature yet to develop a complad a@bstract mind style.

If we are to compare the first mind style with ofiem the later
chapters we can suggest the following:

“Images of the outbursts of trivial anger which had often noted
among his masters, their twitching mouths, closelpsiand flushed cheeks,
recurred to his memory, discovering him, for ab lpiractice of humility, by
the comparison. To merge his life in the commor b0f other lives was
harder for him than any fasting or prayer and itsvais constant failure to
do this to his own satisfaction which caused induwsl at last a sensation of

spiritual dryness together with a growth of doultsd scruples. His soul
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traversed a period of desolation in which the sateats themselves seemed
to have turned into dried up sources. His confesfiecame a channel for
the escape of scrupulous and unrepented imperfectio

He seemed to feel a flood slowly advancing towarssiaked feet and
to be waiting for the first faint timid noiselesawelet to touch his fevered
skin. Then, almost at the instant of that toucimaat at the verge of sinful
consent, he found himself standing far away froanfiibod upon a dry shore,
saved by a sudden act of the will or a sudden é&dion; and, seeing the
silver line of the flood away and beginning agams slow advance towards
his feet, a new thrill of power and satisfactiomsk his soul to know that he
had not yielded nor undone all.”

(ibid. 173-74)

This second passage contains a descriptive acduint is different
from the first one in the following way:

-There is a tendency to use more complex senterwdaining relative and
embedded clauses.
-The construction of clauses which contain desompbccur as object of the
dependent clausé€outburst, of trivial anger, their twitching mouths
closeshut lips and fleshed cheeks”

We find again the intervention of Stephen’s sengeigh clarify the
scene to the reader.

The sentences show more length than those ofrgteassage.

The use of adjectives here is made more intensibglytephen. We
can find up to four successive adjectivettie(first faint timid noiseless
wavelet)

The adjectives used refer to abstract qualitiesrartdo bodily parts.

Nouns referring to abstract parts are used on dles lof characteristics
expressing physical states e.tgpiritual dryness” “sacraments: dried up

sources”
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So, Stephen now is not responding to a physicaldamrt to a spiritual
one where he uses physical quality to refer tortspl state (the spirit is dry
according to him). One may expect a cloth or a Harake dry not the spirit.
This greatly shows that Stephen has gained matutiigh enables him to
conceptualize some states and makes us percemectaarly.

The use of the verb of movement with an abstrabjesti “His soul
traversed”gives animation to the description.

By this kind of mind style we may feel that Stephére@ young man, is
trying to become more objective than when was aagdeoy but we cannot
decide upon this; we are taken by Stephen’s viewhis mind style away

from reality.

3.1.3 Interior Monologue

The most famous of the devices of Joyce’s works pahaps the
interior monologué. Lodge (1992: 47) declares that “Joyce was nofithe
writer to use interior monologue (he credited theention to an obscure
French novelist of the late nineteenth century, &dwDujardin), nor the
last, but he brought it to a pitch of perfectiomttimakes other exponent,
apart from Faulkner and Beckett, look rather fe@bleomparison”.

The interior monologue is in fact one technique representing
consciousness in the novel. It goes in parallghwibhat is known as ‘stream
of consciousnes$’the second technique of speech is called freadadi
speech.

Morton (1970: 12) sees the technique as follow$@ Whole technique

of ‘stream of consciousness’ narration will, of cg® focus on the story-

2 Stuart Gilbert cited in Ellman (1959: 369) argpessuasively that ‘silent monologue’ would be a enor
accurate translation of monologue interieur

% A phrase coined by William James, a psychologistharacterize the continuous flow of thought and
sensation in the human mind.
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teller. Stephen is understandably and essentiaycentre of the reader’'s
attention”.

Furthermore, Tisset (2000: 90) makes the differdmetsveen the two
narrative techniques as follows: “On ne confondes pa technique du
discours rapporté a celle du monologue intérieer.discoure rapporté est
toujours inclus dans la narration alors que le nmnee intérieur est a lui
seul une narration. Le monologue intérieur n’esnantion ni citation. C’'est
la conscience du personnage qui fait I'histoireseimble passer de tout
intermédiaire”

One will not confuse the technique of the repogeeéech to that of the
interior monologue. Reported speech is always deduin the narration
whereas the interior monologue is in itself a n#yra The interior
monologue is neither mention nor quotation. It he ttonscience of the
character who makes the history and seems to passahy intermediary

Syntactically defined, the interior monologue isdaaossible through
the personal pronoun “the subject of the discourse, as it were, overltiear
character verbalizing his or her thoughts as thegw “. (Lodge, 1992:43)

"March 24, Began with a discussion with my moth8ybject:
B.V.M.Handicapped by my sex and youth ...$awbuld come back to faith
becausé had a restless mind. This means to leave churdablgdoor of sin
and reenter though the sky light of repentance. @atnrepent. Told her so
and asked for sixpence, got three pence.

Then went to college, other wrangle with little nouhead rogue's eyes
Ghezzi, this time about Bruno the Nolan , Begaitahan and ended in
pidgin English. He said Bruno was a terrible heceti said he was terribly
burned, he agreed to this with some sorrow

April 26, Mother is putting my new second handlaestin order, she
prays now, she says thamay learn in my own life and away from home and

friend what the heart is and what it feels, Amenps it welcome, O lifd!
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go to encounter for the millionth time the realdfyexperience and to forge
in the smithy of my soul the uncreated conscieheeyoracé (‘A portrait' P
283-288).

The previous passage shows Stephen's inner thoalgbiis his past and
his feelings. What is quite clear here is that doyas adopted a very
different method to represent Stephen's thoughtniBans of interior
monologue. His hero's interior monologue is preseérthrough journals:
episodic extracts that show Stephen's feeling hodghts before his leaving
to Paris.

We consider Joyce's technique successful to a gndant because
presenting one's inner thoughts through fragmeptedes (journals) is to
show Stephen's disconnected memories and his nh@re®en his past and
present.

The use of the first person pronoln is then justified since we are
directly exposed to his thinking; it is not repalte

We accede directly to the hero's consciousnesse lExamine all the

journal or diary of Stephen at the end of the nowelnote this flow of ideas
reflected by a syntactic flow i.e., there is nosiion between the sentences
Dujardin(1931) cited in Tisset (2000:90) declarete' sujet exprime sa
pensée la plus intime; la plus proche de l'incamcianterieurement a toute
organization logique, c'est a dire a son état aatspar le moyen de phrases
réduites au minimum syntaxial, de facon a donnerpfession de tout
venant".
The subject expresses its most intimate opiniorgrest to unconscious,
anterieurement with any logical organization, its.incipient state, by the
means of reduced sentences to the minimum syedhah order to give the
impression of all coming .

The interior monologue, with frequent simple andapectic structures,

is an artistic achievement of Joyce. Ellman (1968)3gives the reason

134



behind the technique of interior monologue as fedio"These protagonists
moved in the world and reacted to it, but theindasxieties and exaltations
seemed to move with slight reference to their emrrent, they were so
islanded, in fact, that Joyce's development of ititerior monologue to

enable his readers to enter the mind of charaateowt the chaperonage of

the author, seems a discovery he might have bgetted to make".

3.1.4 Epiphany

Ellman (1959:83) states that Joyce has used tbisigue first in his
unpublished 'Stephen hero'.

"By an epiphany he meant a sudden spiritual mataifies whether in
the vulgarity of speech or of gesture or in a mexht@ phase of the mind
itself. He believed that it was for the man ofdestto record these epiphanies
with extreme care, seeing that they themselvesttegemost delicate and
evanescent of moments".

Joyce's choice of the religious term 'epiphangppropriate because it
underlines the conception he had of the artist@seat of the imagination.

We paraphrase Lodge (1992:147) by saying througlmsitworks,
Joyce's carried out his creative task by means sdrees of epiphanies, a
sequence of related moments of insight and undelistg. The central
meaning of Joyce's work is not mainly provided byt put by the revelation
of the epiphany. Epiphany is a descriptive passagehich external reality
Is changing with a kind of transcendental signifimafor the perceiver.

An epiphany can then only be used by a very lingualy and
artistically mature individual. Stephen's sight afgirl near the sea was
considered as the most important and the most farepigphany in modern
fiction by providing what Lodge (ibid) calls "a olax or a resolution to a

story or episode". This, indeed, holds true'foportrait’ since the epiphany
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was at the end of the fourth chapter and it way amlthat moment that
Stephen decided to devote himself to art and toshe@xile which brings in
the climax and the resolution of the novel.

"A girl stood before him in midstream, alone andl,sfjazing out to
sea. She seemed like one whom magic had changethatikeness of a
strange and beautiful seabird. Her long slenderebbags were delicate as a
crane's and pure save where an emerald trail olveeal had fashioned itself
as a sign upon the flesh her thighs, fuller and boéd as ivory, were bared
almost to the hips, where the white fringes ofdrawers were kilted boldly
about her waist and dovetailed behind hé¢A portrait p 195).

These moments in which the soul is born are seeslat®ry either to
the hero or to the reader, Stephen is shown thie &oout himself and the
situation he is in.

The syntactic arrangement varies from paratactidypotactic. The
previous passage is an important sign of Stephgmo@ing imagination
which is reflected by the great capacities to dbsdhings and scenes with a
very careful language. It shows a potential of gdamguage appropriately
and it depicts the fact that Stephen is, at thegest manipulating his

linguistic material to reflect his thoughts.

3.1.5 Narration

The linguistic foundations of the narrative seenb&an elementary
point of focus by which the novel is oriented. Tteehnique of presentation
in 'A portrait' is specific to the type of the novel said to be an
autobiographical one.

It is rather a fictional autobiography in which pr@sents things as they
are perceived through his hero's own eyes and ndiogce as one of the

famous novelists in the twentieth century has fansed the technique of
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presenting things and events. Instead of directatian, direct reflections
and descriptions, we encounter the move from mdeative scenes to inner
character's thoughts. In modern narration, ther@asclear cut between
pieces of talking and pieces if thinking.

The art of storytelling IHA Portrait' shows Stephen's emergence into
consciousness. Narrated events and actions conakitgegive a typical plot
structure which differs from other structures imeat novels at that time.
What is attracting enough is the last sentenceehbvel: "I go to encounter
for the millionth time the reality of experiencedato forge in the smithy of
my soul the uncreated conscience of my race" A Rbrtrait" p. 288)

Joyce has written the whole novel and has recalldus childhood and
adolescence events and experiences only to artitheaabove sentence
which suggests the ultimate goal of Stephen.

The syntactic arrangement of the sentence is atgudia one. The
secondary clause expands the primary one by addiibe conjunction
‘and' expresses the close relationship between the batsgthe encounter
with experience which is a personal goal and tingiig of the conscience of
his race which is a national goal having a politioglication.

The above sentence, then, summarizes Stephen'sopieent and
ambition.

The narrative method of Joyce is distinctive iruaber of ways:

-The focalization.

-The use of variety of styles: direct, free in tgbti and speech
representation.

-The careful use of tense.
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3.1.5.1 Focalization and Point of View

Point of view is the voice that tells the story.eTiarrator may be first
person narrator or third person narrator. His a@nge in the story line may
be omniscient (all knowing), limited omniscient objective. We shall
discuss two criteria pertaining to the study ofrpaif view: the reliability of
the narrator and the effects of the selection oftpof view. Most of the
novel is narrated in the third person narratorcéatates what Stephen does,
naturally and objectively, allowing the actionssfmeak for themselves.

The narrator was reliable throughout the novel eding to what he has
brought as events, memories and conflicts. Somsttimere is no distinction
between the narrator and the author voices. Inr athges, we notice that the
author chooses simple syntax for his young chargtite narrator) as if he
wants to be remote from events. Normally we exfrech Joyce to write in a
more eloquent and complex language for he mastaggihge but the simple
syntax implies the intrusion of the narrator's eoi@he author's voice is
absent so that the readers feels the objectivitiiefvriter.

The interaction between point of view, speech dmmught led to a
richness of interpretations in the novel.

In terms of narrative analysis, we may say thali@ation in the novel
is better studied through the pronominal organirati.e., the use of
pronouns.

The syntactic use of first person understood byguistic and cognitive
gained maturity of Stephen who decided to put Isights withl" narrator
because he is responsible enough of his speech.

Achieving obijectivity using third person narratenm fact supported by
leech & Short (1981:266); "The first advantage o tthird person form is
that the absence of dnhinvites the reader to assume that there is nbogxp

'you'. The narration is therefore presented tadlaeer directly."
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3.1.5.2 Tense Selection

Narratives are typically presented by past tensés. entire novel is
told in the narrative past. The novel tells therystof Stephen's emergence
into consciousness as an emergence into Irishriiskiostarts from early
childhood until young manhood.

The story line refers to the chronological sequentesvents each
represented by verbs in the simple past tense.véhes used in the first
chapter are those of perception representing wkepth®n sees, hears or
touches.

Verbs of both mental process and action processnas frequently
found in the later chapter. The use of the pastnsidainging experience.
Fleischman (1990:23) states; "narration is a vadumal of experience viewed
from aretrospectivevantage; the experience is by definition "past"ethier
it occurred in some real world or not. So, througththe narrative we are
introduced to all events experienced by StepheralDedThe frequent use of
simple past shows the simplest kind of narrativBowa of events witnessed
by a growing-up child.

This does not imply the absence of other tensestHayt occur to a
lesser degree.

We can find the past and the past progressive wieenead passages
including verbs of action processes.

"The wide play grounds were swarming with boyswadte shouting
and the perfects urged them on with strong ctiés Portrait p.8)

Other tenses like the past perfect are used wheph&h remembers
remote events or actions as flashbacks.

"That was not a nice expression. His mother had aid not to speak
with the rough boys in the college. Nice motheré Tirst day in the hall of
the castle when she had said goodbye , she haalppluér veil double to her

nose to kiss him and her nose and her eyes we'td fe@ortrait p.9)
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3.2.5.3 Speech and Thought Presentation

Modern literary narratives are often representedmfrdifferent
perspectives: apart from the point of view of trerator, there are other
channels when the narrator gives perspectivesetté¢ino and leaves him to
speak for himself.

What happens when narrating, in this case is thatnarrator first
describes events in the real present. Syntacticddlfined, representing
experience and reporting ideas can be achieved dgnsnof a number of

clause complexing (paratactic, hypotactic or emedjidHalliday, 1985)

(i) Direct Speech

This is the simplest form of projection since westjguote the
character's speech. Direct speech is much foundrersation.

We shall devote an account to the clausal strustanel sentence types

in the language of conversation.

(i1) Indirect Speech

We are reporting the character's speech, whenrirefeto indirect
speech we are referring to hypotactic projection.

The indirect speech is not quoting but it is thentiming of a
discursive content. Semantically speaking, the dpedf the character is
integrated into the narrator's. At the level oftayn we find reported speech
presented in one sentence made up of two clauges.p@mary and one
secondary bounded by means of hypotaxis. (cf.Haflid985)

These are not too many instances of indirect speethe novel; we
can find few of them at the beginning when Steplseneporting others'

speech and at the end in the journal where hedsarents. The rest of the
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novel is presented through Stephen's thought andomes. We find these
examples:

"His mother had told him not to speak with the rouggys in the
colleg€ (‘A portrait' p.9)

It is a hypotactic projection in which Stepheneaparting his mother's
speech. In Halliday's (1985) terms, it is wordimggented as meaning '(3)

"told me once, in a moment of thoughtlessnessathsrfwas sixty-one
when he was bolr('A portrait' p.282).

It is a complex sentence consisting of a secondiayse projected in
the primary clause which instates it as locutiom."f). We notice the
omission of the subject of the primary clause.

"Lynch says all women d@bid 286).

"she shook hands a moment after and, in going asag,she hoped |
would do what | saitl(ibid).

It is a hypotactic projection emerging from Stephameeting with a

girl of importance for him so he is recalling heords literally.

(iif) Narrative Clauses and Parataxis

One of the most widely recognized features of tlaerative is its
paratactic organization. Formal grammar of theatase text is often used at
a minimum with clauses juxtaposed or linked by mhi@imal conjunctions
"and" or "then".

The abundant use of paratactic sentences can beribdeb as
syntactically flowing from Stephen's mind as heatiscthe past.

3.1.6 Conversation

Interchanging language through conversation is hearotcommon

feature in the novel. It covers talk between charac
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When depicting the conversation between StepheralDgdand his
fellows Joyce inserts bits of narration to ovoidigg value judgments. He
consciously avoids misleading the reader and allohesacters to condemn
themselves by their own words. Syntactically definéghe language of
conversation is presented in a specific way ofrayiray sentences.

"You, boy, who are you?

Stephen's heart jumped suddenly.

-Dedalus, sir.

-Why are you not writing like the others?

-l...my...

He could not speak with fright

-Why is he not writing, Father Arnall?

-He broke his glasses, said Father Arnall, and érapted him from
work.

-Broke? What is this | hear? What is this your nagtesaid the perfect
of studies.

-Dedalus, sir.

-Out here, Dedalus, Lazy little schemer in yourefawhere did you
break your glasses?

Stephen stumbled into the middle of the classdétinby fear and
haste.

-Where did you break your glasses? Repeated tHieqaf studies.

-The cinder path, sir.

"-Did they hurt you much?

-Very much, Stephen said"

"Well, my little man, said the rector, what is it?

Stephen swallowed down the thing in his throat send:

-| broke my glasses, sir.

-Ok.
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-I wrote home, sir, and Father Arnall said | am notstudy till they
come.
-But, sir...
-Yes?
-Father Dolan came in today and pandied me becauses not writing
my theme.
-Y our name is Dedalus, isn't it?
-Yes, sir.
And where did you break your glasses?
-On the cinder path, sir. A fellow was coming otuth@ bicycle house
and | fell and they got broken. | don't know tH&ofe's name.
-But | told him | broke them, sir, and he pandiegl m
-Did you tell him that you had written home fore@anpair?
-No, sir.
-Yes, sir, but Father Dolan said he will come imtwrow to pandy me
again for it.
-Very well, the rector said, it is a mistake andhlall speak to Father
Dolan myself, will that do now?
-O yes sir, thanKs
(‘Rortrait' 56-59-64-65)

As it can be clearly seen, these informal conversatare characterized

by fragmented sentences. If the sentences are etambley are simple or

made up of coordinated clauses.

We find simple sentences occur as Stephen's resptmsother

characters. As a child, Stephen is interacting algrlwith the members of

the college and he feels weak and small, the tthag made his sentences

seem to be loose and ruptured. Elliptical clauses feequent to show

Stephen in a position only of responding to othBssthe end of the novel,

Stephen, the young man is now capable of holdingkamd of interaction;
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he is now a man who has ideas, opinions and ewni#s concerning vital
issues in life. He is now the outcome of a venhrand varied reading
experience; he had experienced some critical etkatanade him aware of
the degrees of importance of his ideas and thoudlais us consider the
following extracts:

"Stephen handed him the packet of cigarettes. Lioudhthe last one
that remained, saying simply:
-Proceed!
-Aquinas, said Stephen, says that is beautiful apprehension of which
pleases.
Lynch nodded.
-l remember that, he said, Pulcra sunt quoe visa@ht
-He uses the word visa, said Stephen to cover testugprehensions of all
kinds, whether through sight or hearing or throughy other avenue of
apprehension. This word thought it is vague, iaickenough to keep away
good and evil which excite desire and loathingmians certainly a stasis
and not a kinesis. How about the true? It produaiss a stasis of the mind.
You would not write your name in pencil across thgotenuse of a
rightangled triangle.
-No, said Lynch, give me the hypotenuse of thed/ehBraxiteles.
-Static therefore, said Stephen. Plato, | beliesaid that beauty is the
splendour of truth. | don't think that it has a meway, but the true and the
beautiful are akin. Truth is beheld by the intelé®twhich is appeased by the
most satisfying relations of the intelligible; b&auis beheld by the
imagination which is appeased by the most satigfyialations of the
sensible. The first step in the direction of trigho understand the frame and
scope of the intellect itself, to comprehend the itelf of intellection.
Aristotle's entire system of philosophy rests upisrbook of psychology and

that, | think, rests on his statement that the sattrvébute cannot at the same
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time and in the same connexion belong to the samjea the first step in
the direction of beauty is to understand the fraamd scope of the
imagination, to comprehend the act itself of esthapprehension. Is that
clear?

-But what is beauty? asked Lynch impatiently. Oithh an other definition.

Something we see and like! Is that the best youAgpueihas can do?

-Let us take woman, said Stephen.

-Les us take her! Said Lynch fervently.

-The Greek, the Turk, the Chinese, the Copt, thiteHimt, said Stephen, all
admire a different type of female beauty. That setarbe a maze out or
which we cannot escape. | see, however, two ways @ue is this

hypothesis: that every physical quality admiredrbgn and women is in
direct connexion with the manifold functions of weorfor the propagation
of the species. It may be so. The world, it se&srdrearier than even you,
Lynch, imagined. For my part | dislike that way .olitleads to eugenics
rather than to esthetic. It leads you out of thezenanto a new gaudy
lectureroom were MacCann, with one hand on The i@sigf Species and
the other hand on the new testament, tells you ybatadmired the great
flanks of Venus because you felt that she would yamaburly offspring and

admired her great breasts because you felt thatvetidd give good milk to
her children and yours.

-Then MacCann is a sulphuryellow liar, said Lynciergetically.

-There remains another way out, said Stephen, laggh

-To wit? said Lynch.

-This hypothesis, Stephen began.

-A long dray laden with old iron came round the rear of sir Patrik Dun's

hospital covering the end of Stephen's speechthattharsh roar of jangled

and rattling metal. Lynch closed his ears and gantoath after oath till the
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dray had passed. Then he turned on his heel ru@gphen turned also and
waited for a few moments till his companion's itttaur had had its vent.
-This hypothesis, Stephen repeated, is the othgr au& that, though the
same object may not seem beautiful to all peoplggemple who admire a
beautiful object find in it certain relations whidatisfy and coincide with
the stages themselves of all esthetic apprehen3ibese relations of the
sensible, visible to you through one form and tameugh another, must be
therefore the necessary qualities of beauty. Nogcan return to our old
friend saint Thomas for another pennyworth of wmado
Lynch laughed.
-It amuses me vastly, he said, to hear you qudtingtime after time like a
jolly round friar. Are you laughing in your sleeve?
-MacAlister, answered Stephen, would call my esthtteory applied
Aquinas. So far as this side of esthetic philosopkiends, Aquinas will
carry me all along the line. When we come to thenpimena of artistic
conception, artistic gestation and artistic repration | require a new
terminology and a new personal experience.
-Of course, said Lynch. After all Aquinas, in spféis intellect, was exactly
a good round friar. But you will tell me about thew personal experience
and new terminology some other day. Hurry up anigti the first part.
-Who knows? said Stephen, smiling. Perhaps Aquimasd understand me
better than you. He was a poet himself. He wrotbyeain for Maundy
Thursday. It begins with the words Pange linguarigk). They say it the
highest glory of the hymnal. It is an intricate asabthing hymn. like it; but
there is no hymn that can be put beside that maurahd majestic
processional song, the Vexilla Regis of Venantmsunatus ( A Portrait'
p.236-239)

The above extract shows different types of conviensaThe change

occurs at the level of sentence/ clause struciihie.increasing complexity
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of the structure is compatible with the increadexgl of seriousness of the
conversation (The young man is not talking for #ake of talking), but
because he is giving his opinion. A range of tensamely the present and
the present continuous are used. Other tenses otay since conversation
may include pieces of narration and description.

In terms of voice, the active one is frequent ssfjgg, Stephen's rise

of self-esteem; he is no more weak and passive.
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Conclusion

The major thrust of this chapter was to depict satyéistic features
that show the linguistic and artistic competencemjfce/ Stephen. Starting
with the most famous techniques like style borrgyimind style, interior
monologue and culminating in the type of structused in each feature, we
can say that these techniques are the real proStegfhen's growing mind
and language.

Joyce's procedure throughout the novel was to geoaiwhole range of
stylistic changes to come out with full traits a$ growing hero, Stephen. So
the linguistic and stylistic traits are but the driaphical ones i.e., they
contribute to the formation of the character.

The other major innovation that paved the way for later works
(Ulysses and Finnegan's wake) was the use of atagtica narrative
sequencing, allowing Stephen's life to be represebly very few scenes,
separated by sudden gaps. Such fractures in thenmdy support our
standing on the idea of immaturity and the retun'ibfancy’. Though

Stephen's life we end with the circular style dmastthe circular Irish life.
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CHAPTER FOUR

Pedagogical Implications
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* The" Baby Talk "Activity
* The "Body Talk" Activity
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4.0 Introduction

The aim of this chapter is to discuss the teadityloif literature as a
reinforcing substance of grammar, namely for fanelgarners. Departing
from the insights gained from our description o ttorpus, we shall see
what would be possible for teachers of EF@ do with literary texts when

teaching grammar or when assessing the writing skil

4.1 Teaching Syntactic Maturity through Sentence-Cmbining: early

observations and objectives

The foreign learner needs to be guided to thadorlanguage aspects
namely syntax which will help him organize his ideand produce a piece of
writing grammatically and appropriately

The fact that the assessment of any productivel skilhighly
dependent on the receptive one suggests that wm areed of enhancing
reading literature (written in English, not trareld and of making the
foreign learner aware of the importance of all laexge elements.

What is usually observed in an EFL class is thatriers do allocate
much more attention to meaning rather than spellp@nunciation or
syntax. The primacy given by the learners to megamnnot surprising. In
our opinion, it is quite fair since in official emxanations learners’
proficiency in grammar is less assessed.

Notwithstanding this, our task as language teaciseto try to achieve
our aim consisting in making learners intake adl #ispects of syntax. One of
the major problems facing learners is that of maéizing the grammatical
input. Using specific grammatical features in pradg language is still

problematic even if the learners are exposed enaoghe language. So,

! English as a Foreign Language.
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what would the problem be? Where does the wealiegs#&nd how could
teachers improve their learners’ proficiency whemting a piece of
language?

Teaching grammatical or syntactic features througés and isolated
exercises would not greatly help learners. Indeedny stylisticians and
linguists have suggested the teaching of grammraugh literature (Carter
1982, Widdowson 1975). The mutual benefit that bandrawn from both
literature and grammar is that learners can beantpd with grammar rules
through reading literary texts. They would, furthbe able to detect any
deviance of grammatical or syntactic features. Wakt that it would be
useful to teach grammar through literature fromahdy years of learning.

On the other hand, grammatical observations aatysis can be used
in the service of interpreting literary texts. At¢hat does not contain any
verbal phrase might indicate something. Anothet tieat shows an abundant
use of adjectives or passive sentences would gesat significance in terms
of semantic implication.

This type of texts in its turn may give us an iddsout the way of
conveying a given message by using the passivénsgtance, and about the
effect of such a use.

“There is no reason why a literary text cannotused to illustrate
structural features of English syntax” (Widdows1975: 117).

First of all, the very notion of input is questezth What might help
students improve their writing and manipulate thgHrases or clauses is to
have a set of language varieties. In other wondgasg of a spoken language,
for example, is different from that of a writteneorunfortunately, language
material in textbooks of English does not affordctsuvarietie

! The English is formal and stresses correctnebsréhan fluency. Even if there are dialogues y tre
not typical to any form of English neither of spak&or of written.
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Reconsideration of the teaching content (inputjuhothen, be taken into
account.

Second, going in parallel with our first task &telt learners' syntactic
maturity consisting of sentence combining, we maygest some techniques
to teach grammar.

We strongly believe that using the sentence (erdlause) as a key
syntactic feature is helpful in assessing the k&' nsyntactic maturity and
then in deciding upon their ability to produce ¢raawritings.

Our wok which is based on methodological procesidog teaching
grammar and writing expressive sentences will giteto achieve three
objectives through the technique of sentence compifinking or binding
in Lock’s terms (1996)):

1- To give a positive feedback leading to a positineage, by
exposing the learner to the English language.

What is to be noticed is that the teachers, whstngulanguage orally
they accompany it with paralinguistic channels ilhexpressions, pauses)
and suprasegmental features (pitch, tone) to comeaning. The problem
rises when trying to write the utterance (the @wain of a language).

Students utter sentences which in written form ldldoe of great
length and complexity. Thus, the role of the teacheuld be to recognize
the abilities of his students and to detect ardawemkness when using
complex sentences (misuse of the conjunction, otcfuation...etc). After,
he is to provide a positive feedback which seemte mssential in helping
the learner develop a positive self-esteem andidemée in transferring
thoughts on paper.

Having said this, we may call for a tolerant atpie=e where the
learners’ language abilities are accepted as theyTdis would enable the
teacher spot weaknesses and then decide to teawhatltontent which will

fit their needs.
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2- The reading skill is a reinforcing tool of senteimmmbining
technique. So, learners should be oriented to texdd that adapted to their
level. When asked to link sentences, for instatifoegy are not supposed to
know grammar. They would learn it from the textsm@y stated, the
technique of sentence- combining is a languagedosesteof writing exercises
to promote syntactical maturity in expressive aadadiptive writing.

3- Learners will be able to combine sentences asudt resexposure
to this technique (they will be able to combineteanes of a simple or

complex structure).

4.1.1 Conceptual Framework of the Combining-SentemcTechnique

Many linguists have provided theories on the ugsktae changes of a
language.

Chomsky had many ideas about language. His umvengw to
language allowed him to give notions that help tdecher conceptualize a
model of language which is sufficient to incorperahe technique of
combining sentences.

Chomsky believed in the human capacity to comnatricthe
language of their respective culture. Making newlarstandable utterances
Is @ human characteristic.

Language is a reflection of its culture. That iiywexposure to
language and experiences would enrich the input gimd a variety of
combinations occurring ‘naturally’.

In fact, the level which deals with syntax seeméé¢ important since
learners use a certain sequence of units to coay®yrticular message. For
instance, learners should be able to recognizehyeer order of words in
speech. The correctness of syntax in their speatierp is related to their

linguistic competence.
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Because of the diverse nature of society, learneesl to be able to
communicate their thoughts in a variety of forms.

It is advisable then to expose students to comeat®iforms to
facilitate the use of their linguistic competence paper. The sentence-
combining technique can be used to encourage dtidegite more complex
sentences which sometimes characterize their noewalyday spoken
language.

Generating some of the sentences of the Englisfukege will result
from the combining of sentences and will enhancetagtic maturity in
learners writing.

One may rely on the findings of Functional Grammmausing a wide
range of relationships between clauses.

Teaching writing by traditional means of grammas Imot brought its
outcomes to improve writing skills. Since grammérdy has proved its
failure to help learners write any better, thenteattbased and context-
based approaches would be a probable alternateecd literary texts may
be at the core of teaching grammar or syntax. Widdm (1975: 117)
supports the idea of using literary texts in teaghfeatures of English
syntax: “In fact, one real advantage of such a &éaork is that grammatical
forms are not learned inrate or abstract way or in relation to made- up
examples; instead grammar is taught in action amdterms of its
communicative features”.

What would be suggested, in this modest work,sarae techniques
and steps for English learners based on practgriiten forms of sentences,
starting with the very simple ones, moving steatliywards more complex
forms by adding phrases and clauses.

Normally, we cannot expect the learners to prodwmoege complex

syntactic forms if they are not taught, implicithow to master simple ones.
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As a first step and in order to increase the lemjtthe sentence, one
has to add a word, phrase, or clause. Lookingedetdrners’ background, the
teacher should be skillful enough in order to detas learners’ areas of
weakness in terms of basic language patterns.

Moreover, a technique that teaches the way of aundp sentences
may be especially helpful with learners who lacklevrange of occasions to
write outside their learning environment. The comiig operation can be a
vehicle to facilitate greater expression of ideasvarious forms. If the
teacher cannot afford occasions other than thog@anclassroom for his
learners to express ideas and link thoughts andic@mmmessages, he will
find in literature a variety of registers, dialea@sd many other modes of
exchanging the language and then his learnersbeitible to express their
ideas in different syntactic choices. After givirdhances for reading
literature, and after some grammatical activitibg teacher might predict
that the learners are able to produce texts in hwhiney would choose
appropriately when to link clauses (coordinate thewhen to bind them
(subordinating one to another), and when to pretteerh as two separate
sentences.

For Lock (1996: 254) “Perhaps one of the mostidiff problems
facing the learner is to develop the sense of whenbest to express two
messages as two separate sentences, when to calmmméhrough linking,
and when to combine them through binding...the chadeighly context-
dependent”.

So, to avoid mechanicality in learning coordinatand subordination
or even simple structures, exercises should noubef context. For learners
to use such structures appropriately it is preferab introduce them to
complete texts, so that they have to pay attertbathe flow of information

to decide where and how to combine clauses.
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An additional effect would be that the learnersulglorecognize that
they are not doing things arbitrarily, but rath®r,combining sentences, they
contribute to the building of coherence (and th&aning) of a text. If it is a
literary text, they will appreciate it more sindewould be the outcome of
their work i.e., they have reconstructed it acaogdio what they have
understood and they have decided, for example ctratgiven idea must be
dependent or subordinated to another more impodaef or that there are
two messages that it would better for them to begumal status.

All the previous decisions could be characterizgdthie fact that the learners
will become able to show increasing length and derity of sentences in
their writing.

A gained syntactic maturity is, in fact, decide@ogccording to some
factors: words per clause, clauses per sentenoas;phrases per sentence,
number of subordinate clauses per ten sentencespofusdjectives and
adverbs, use of simple and compound tenses, typerbs (transitive and
non transitive), the choice of the voice (activgassive)...

In fact, if learners show the increasing use afsthaforementioned
factors in their writings this may be attributedctmgnitive development. On
the other hand, they are the result of their inatabf the more mature styles
that they had encountered in their readings, likerdry works, and in
conversation at school.

Nevertheless, teachers are not always obligeddasare each time
their learners’ sentence-combining, otherwise ituldobe a stimulus
dependent task where learners try to show themté&stic muscles” to their
teacher only to obtain a positive feedback whicluaot be given if they
make errors. So, let the process occur naturallgout any measurement of

complexity.
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4.1.2Some Suggested Procedures

We shall provide some suggestions concerning tbhmbing
technique.

The sentences to be combined must fit the ledriesed. The learners
are supposed to know the typical sentence pattéraslifferent conjunctions
and their uses.

At an elementary level, this technique may be ulsieir that it helps
learners express more their thoughts and expesence

Then, through this technique, the teacher cangpeethe learners for

complex sentence structures in their textbook amch eéeadings.

4.1.2.1 Mastery of Rules
Initially, learners should be taught the constituparts of a sentence
(i.e., the subject, the agent, and verb phrases).
The first step then would consist in practisingnbming simple
sentences by matching the subjects and predicates.
Starting by simple subjects and simple predicaties,teacher may
enlarge them by adding combined subjects and patadic
For example:
1- He works in the bank.
2- His son works in the bank.
3- He and his son work in the bank. (Expanded subject)
Or we may have:
1- She prepared dinner.
2- She cleaned the rooms.
3- She prepared dinner and cleaned the rooms
(Expanded predicate).
At a further step, joining sentences may be dbaaks to connecting

words. What is needed is to deduce the logicatioglship between each two
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clauses so that the learners would insert the ragnecting word or
conjunction.
Example:
The player was injured2- the player took part in the
match.

What can be understood from the second clausetra epposing

information. The right conjunction would Ibeit.
The player was injured but he took part in the mmatc

The structural relationships then are best leanmegbarallel with
logical relationships (cause, effect, purpose, tirpkace...etc.) between
clauses.

Apart from connecting words, punctuation can réweastructural
relationship between two basic sentences: the sdonics the best example.

- He was surprisedis project has succeeded.

Another mechanism which can be useful is that rafluding a
conjunction i.e., to insert that conjunction at #red of the fist sentence or
the beginning of the second one.

For example:

After they had had breakfashey went to the beach.
Or:
They went to the beaditer they had had breakfast.

Another technique is the — ing technique whicholags changing a
word to its —ing form and inserting that word & theginning of the sentence
to avoid repetition.

Example:

1- The teacher punished the lazy student.
2- The teacher could make the other students work hard
3- Punishing the lazy student, the teacher could ntia&ether

students work hard.
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(Punished——> punishing).
(Omission of ‘the teacher’ in the second sentence).

4.1.2.2 Practice of Rules: hints from theovel

Starting with the simple combination of noun pheasad verb phrases to
create sentences, the teacher may provide theelsanith noun phrases and
verb phrases and ask them to combine them.

In groups, he can give them up to twenty examaltesexpect them to

be able to complete the sentence after a dozexeof@es.

* The "Stick" Activity: Join the elements in each sentence.

1- “The wide playgrounds” “were swarming with boys”.(p.08)

2- “That” *“was a nice expression”. (p. 09)
3- “Uncle Charles and Dante” “clapped”. (p. 07)
4- “He” “sang that song”. (p. 07)
5- “That” “was his song”. (p.07)
6- “Dante” “had two brushes in her press”. (p. b7
7- “Stephen Dedalus” *“is my name”. (p. 17)
8- “Ireland” “is my nation”. (p. 17)
9- “There” “was a cold night smell in the chapel”. (p.19)
10- “He” “was coming near the door”. (p. 62)
11- “The room” “was warm and lightsome”. L4)

12- “Stephen” “sat in the front bench of the chapel”. (p.123)
13- “He” “sat again in the front bench of the chapel” (p.144)

14- “The penitent” “came out” (p.103)
15- “It” “was true”. (p.163)
16- “He” “was sorry”. (p.163)

17- “He” “closed his eyes in the languor of sleep”. (p.196)
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18- “Stephen” “repeated the definitions slowly”. (p.233)
19- “His soul” “was all dewy wet”. (p.246)
20- “Certainly” “she remembers the past”. (p.286)

In the above examples, learners will be able to jmun phrases and
verb phrases and even they will learn to join coamgb subjects (see
example three).

They will be aware that the compound subject (&r€harles
and Dante) avoids the repetition of two similarteenes:
“Uncle Charles clapped.” and “Dante clapped.”
The same thing applies for compound predicatesiwhiould
give birth to compound sentences (paratactic siras).

1- “Mr. Deadalus dropped his coat tails”

2- “Mr. Deadalus went over to the sideboard”

By combining the two sentences we create a comppuedicate and
we understand that there is an additional elemedteven a chronological
order of events which leads to choose the coondig&onjunctiorand.

“Mr. Deadalus dropped his coat taigsxd went over to the
sideboard” (p.31).

1- “He came out on the landing above the entrance’hall

2- “He looked about him”.

These are two sentences having the same subjéctliffgrent actions
which logically suggests the combining of the two:

“He came out on the landing above the entrdaradkand looked
about him”.

By mastering such patterns, learners, hopefully seie that once the

verb phrase is the part of the sentence to be cmdbthey will be able to
spot sentences to be combined in their writing Wwhitay contain exact

subjects but different predicates.
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In fact assignments given to be done at homeraiitiforce the process
and combining activities could serve to illustraéibat just one sentence,
instead of two, with a conjunction or a linking wlazould be a concise way
of expressing a thought.

Without more exposure to forms and without gaimedturity or
competence in terms of knowing the rules and ughwy language in
different occasions, the learners cannot be awdrevtmat is called
conciseness of writing.

Another objective of sentence combining is to lelad learners to
guess the whole meaning of two combined sentengemterstanding the
meaning of each separately. Thus, the choice of@hgenient conjunction
would be easy for them.

The procedurethe teacher gives a list of sentences to be ausabi
from a literary work, for instance, and gives amotlist which contains the
conjunctions. Learners should be able to combieesntences using the
appropriate conjunction.

As an evaluative action, learners’ mastery of lage can be
measured by correctness of daily written exercaeweekly tests which

require the combining process.

* "Break and Build" Activity
Objectives:
- To improve student's facility in writing reactionspressions and
summaries.
- To regenerate an already written text accordingh® students
understanding and appreciating.
- To integrate sentence-combining activities andrni@ster them in

creative writings.
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Read the text below

- What are the most appealing sentences to you?

- Choose some sentences that you have liked aaé brem into
their kernel from or components.

- Exchange those components or kernel forms witlr yoates
and ask them to combine them.

- Compare the results with the original sentences.

- What effects?

"When he had eluded the flood of temptation manggion this way
he grew troubled and wondered whether the gracehvhe had refused to
lose was not being filched from him little by éttlThe clear certitude of his
own immunity grew dim and to it succeeded a vagae that his soul had
really fallen unawares. It was with difficulty th&e won back his old
consciousness of his state of grace by telling dlinteat he had prayed to
God at every temptation and that the grace whichhaeé prayed for must
have been given to him inasmuch as God was obtigepve it. The very
frequency and violence of temptations showed hilastithe truth of what he
had heard about the trials of the saints. Frequand violent temptations
were a proof that the citadel of the soul had radteh and that the deuvil
raged to make it fall

(‘A Portrait' p.174)

* Some Pedagogical Remarks about Teaching Syntax ériting

We want to talk about our very modest experiemcéeaching. We
have taught for three years and last year we wparatime teacher of
written expression. We taught third year Englisidents. And let us say
that our task was not, at a primary level, to tehehwriting skill, we rather

taught grammar rules. The students were in neesbwfe basic concepts
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and strategies in order to strengthen their linguisaterial, before they
become ready to transmit their ideas and though{sapers.

Their areas of weakness have inspired me to niega aible to decide
upon their choices in writing with a given sequaegcby thinking of the
immediate techniques that would help them state thpics clearly.

What we have noticed is that the majority of tihwdents present a
problem in using the right conjunction or prepasiti They, for instance,
use subordinating conjunctions with non- finiteuses. But subordinating
conjunctions likewhatever, because, as long asan only be used in finite
clauses. Still they use the other subordinatingjuwations in finite and
non-finite clauses such ashile, whensince..which is not wrong but we
guess that they did it without really knowing tler(it was a coincidence).

Sentence- combining technique could, then, prowadgyntactically
mature writing sample.

What is also proposed is that an elaborate fornevafluation may
include a composition wherein the student usestébknique to include
complex sentence structures.

Having the possibility to be one aspect of writicgmpositions, the
sentence-combining technique can be incorporatedthiey students to
establish writing objectives.

As we know, there are many types of developing asnns
(comparison- contrast, cause and effect, chroncébgspatial, definition...)
where the students are asked to develop a togaurid it very useful to
evaluate students’ mastery of combining messagdstlaus sentences by
asking them to writexpositoryor descriptivecompositions. Later, | looked,
in their writings, for examples of sentence comtgniand more specifically
the use of subordinate clauses. The number of eggethat they had

combined has indicated their mastery of this temphei
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When ending with expository and descriptive comipass, the
teacher may find it safer then to introduce hisdstis to narrative and
argumentative texts or compositions in which hepkesontrolling the use of
more complex sentences. He may help them by giterts as samples and
then they would write by analogy before comingcteatetheir own texts.
Literature is a very good sample to teach combirsegtences in order to
narrate or persuade the others. It is also helpfatganizing the ideas. Lock
(1996: 251) talks about presenting information e tsequencing of
structurally related clauses in subordination.

“The last clause in a complex sentence typicallgtams the most
important, newsworthy information. In fact, speaker writers may select to
bind rather than link clauses precisely becausdigngives them greater
freedom to select which clause to put first andolhalause to put last”.

We can cite very few examples from Joyce’s noePortrait of the
Artist as a Young Manin which we find very complex sentences. The
students may read them and decide which informasomost important,
they will be allowed to rearrange the order of sksiin the way they see it
more understandable for them.

“The rosaries, too, which he said constantly fordaried his beads
loose in his trousers pockets that he might teinthas he walked the
streets- transformed themselves into coronals @ivdls of such vague
unearthly texture that they seemed to him as hsielad odorless as they
were nameless.”

He offered up each of his three daily chaplets thatsoul might grow
strong in each of the three theological virtuesfaith in the Father who had
created him, in hope in the SonWho had redeemedahamin love of the
Holy Ghost Who had sanctified him; and this thrieple prayer he offered
to the Three Persons through Mary in the name ofidydul and sorrowful

and glorious mysteries.
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On each of the seven days of the week he furtageg that one of the
seven gifts of the Holy Ghost might descend up®sdul and drive out of it
day by day the seven deadly sins which had detiledthe past; and he
prayed for each gift on its appointed day, confidémat it would descend
them, through it seemed strange to him at times thesdom and
understanding and knowledge were so distinct inrthature that each
should be prayed for apart from the others. Yetobbeved that at some
future stage of his spiritual progress this diffiguivould be removed when
his sinful soul had been raised up from its weakraasl enlightened by the
Third Person of the Most- Blessed Trinity. He bk this all the more, and
with trepidation, because of the divine gloom aitkehse where in dwelt the
unseen paraclete, whose symbols were a dove angyl@ynwind, to sin
against whom was a sin beyond forgiveness, thenatenysterious secret
Being to Whom, as God, the priests offered up mass a year, robed in the
scarlet of the tongue of fire”.

(‘A P@it’ p. 168-169)

This text contains only five (05) sentences. Alltbém are complex
containing more than two clauses related with $eteconjunctions and
punctuation marks to indicate the writers' thoughts

Now, if one student wanted to reconstruct the sodording to his
understanding or the importance of ideas givenwbeld write more than
the five sentences already occurring or even mergvbuld prefer simpler
structures. One thing has to be maintained isahtftiiness to the content.

Students' writing skill would also improve when dogto use their
linguistic, or rather their grammatical knowledge,order to summarize or
paraphrase a given text.

Since paraphrasing is the countermeasure of summgrione would
decide that the type of arranging clauses togetioeitd be quite different in

both activities.
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The teacher has to make his students aware of dheiseness of
making summaries which in turn would imply a vegreful use of more
complex sentences (combining clauses= combiningsages) and equally
make them aware of the very wording of paraphrasinghich they have to
select which type of clauses are to be used (ystiedly are simple structures
or even nominal groups). When moving from one typeriting to another
the student would master both.

Furthermore, students may learn the use of thygielll clauses which

are abundant in the suggested dialogues.

4.2 Linguistic Competence / Literary Competence

In this section, we will try to see how a learnanaeach a literary
competence by means of mastering some stylisttafesand markers.
What is quite efficient is that the learners wiiti those stylistic traits from
the texts thanks to their understanding of themtagtic structure. As a result,
they will start to gain both linguistic and liteyazompetence. We appreciate;

we learn.

4.2.1 Stylistic Features and Markers

* The" Baby Talk "Activity

Objective: to enhance the students' awareness of styleveimigaand train
them to locate and identify language features diegeat particular use of
language for specific purposes and effects.

Task.1 Read the two texts and find out words/phrasestaenohildish
impression or baby talk then try to explain theeeffand purpose behind

such a language.
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Text1
“Once upon a time and a very good time it was thees a moocow
that was coming down along the road and this mootioat was
coming down along the road met a nicens little lmayned baby
tuckoo...
His father told him that story: his father looked @m through a
glass: he had a hairy face.
He was baby tuckoo. The moocow came down the rbadevBetty
Byrne lived: she sold lemon platt.
O, the wild rose blossoms

On the little green place.

When you wet the bed first it is warm then it gelsl. His mother had
a nicer smell than his father. She played on then®ithe sailor’s
hornpipe for him to dance. He danced:

Tralala lala,

Tralala tralaladdy,

Tralala lala,

Tralala lala.

Uncle Charles and Dante clapped. They were oldanthis father
and mother but Uncle Charles was older than Dante.

Dante had two brushes in her press. The brush tvghmaroon velvet
back was for Michael Davit and the brush with tlvean velvet back
was for Parnell. Dante gave him a cachou every tmdérought her a
piece of tissue paper.

The Vances lived in number seven. They had a ehffdather and

mother. They were Eileen’s father and mother. Wheg were grown
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up he was going to marry Eileen. He hid under #idd. His mother
said:
O, Stephen will apologize.
Dante said:
O, if not, the eagles will come and pull out his®y
Pull out his eyes,
Apologize,
Apologize,
Pull out his eyes.
Apologize
Pull out his eyes,
Pull out his eyes,
Apologize”
(“A Portrait” p. 7- 8)
Text 2
“Going home for holidays! That would be lovely: tedows had told him.
Getting up on the cars in the wintry morning ougsttle door of the castle.
The cars were rolling on the gravel. Cheers for rtbetor!
Hurray! Hurray! Hurray!

The cars drove past the chapel and all caps warged. They drove
merrily along the country roads. The drivers pothteith their whips to
Bodenstown. The fellows cheered. They passed thmhdase of the Jolly
Farmer. Cheer after cheer after cheer. Through Eldmey drove, cheering
and cheered. The peasant women stood at the hadfdib@ men stood here
and there. The lovely smell there was in the wiairy the smell of Clane:
rain and wintry air and turf smouldering and corayr.

The train was full of fellows: a long long choc@dtain with cream facings.

The guards went to and fro opening, closing, logkunlocking the doors.
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They were men in dark blue and silver; they hadesyl whistles and their

keys made a quick music; click, click: click, click

And the train raced on over the flat lands andtghe Hill of Allen.

The telegraphpoles were passing, passing. The waint on and on. It knew.

There were lanterns in the hall of his father's seuand ropes of green

branches. There were holly and ivy round the pesgland holly and ivy,

green and red, twined round the chandeliers. Thezee red holly and green

ivy round the old portraits on the walls. Holly amdy for him and for

Christmas.

Lovely...

All the people . Welcome home, Stephen! Noisesetfome. His

mother kissed him. Was that right? His father wasashal now: higher

than a magistrate. Welcome home Stephen!

Noises...”

(‘A Portrait’ P. 22-23)

Words/Phrases/Sentenc

dsffect

Purpose

1) "He was baby tuckoo
2) " Tralala la la"
3) "“Click, click, click"

"- Vividness of language
- Intensity and immediacy|

of reactions

- To borrow a child
language to prove Stephen'

Immaturity

The learner will recognize that all those partspéech are potential

details for the genesis of the character. Afteoaett examples, the learner
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will be able to imitate the language of a child gmdsent him well through
his use of a given language to detect his age rwdtels, he will be able to
detect the age of any character through his larguatipout any knowledge
of him (only through his language)

* The "Body Talk" Activity
Objectives:
- To train the student to investigate languageufest portraying an
idiosyncratic use of language.
- To introduce them to the notion of 'Mind Styles, stylistic
requirements and its purpose and effect.
- To investigate the choice of adjectives and tb#ects.
- To raise the awareness of the use of certairastiotstructures
(paratactic/hypotactic) to produce a particulardrstyle.
Task.2 Read text 2 again and locate words/phrases/esipres
related to the bodily language.
What kind of effect can you draw out from your regdof Stephen's
childish memories of a purely physical and bodkpe&rience?
e.g. When remembering a song, we can hear it vigpHen.
When reading what he sees or imagines a/&ramnscribing
reality by following Stephen's though.
When we smell what Stephen's smells weaawe of a happy
childhood...etc.

- Investigate the effect and purpose behind sucdeaof language.
The general effect of the five senses is dete@teghen's subjectivity.

The general purpose is to show a superficial arygipally provoked mind

style of an immature child.
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Task. 3Consider the following extract

“It would be better to be in the study hall thart tleere in the cold. The
sky was pale and cold but there were lights indastle. He wondered from
which window Hamilton Rowan had thrown his hat be haha and had
there been flowerbeds at that time under the wirsddtwvas nice and warm
to see the lights in the castle. It was like somgthn a book. Perhaps
Leicester Abbey was like that. And there were sieetences in Doctor
Cornwell's Spelling Book. They were like poetry lbey were only
sentences to learn the spelling from.

It would be nice to lie on the heartnug before fire, leaning his head
upon his hands, and think on those sentences. ierst as if he had cold
slimy water next his skin. That was mean of Wellshbulder him into the
square ditch because he would not swoop his Igtleffoox for Well's
seasoned hacking chestnut, the conqueror of fetoyv cold and slimy the
water had been! A fellow had once seen a big Daraging for Brigid to
bring in the tea. She had her feet on the fenddrteer jewelly shippers were
so hot and they had such a lovely warm smell”

Ibi¢l.10-11).
1) Draw a list of all the adjectives in the extract.
2) What do you notice in terms of their types?
3) Can the use of those adjectives detect any growawogbulary and
syntax? Tell how.
4) Try to investigate the purpose/effect behind the okeach kind of
those adjectives.

The learners will classify the adjectives on a agtital ground i.e.,
whether they are short, long, perceptual or physiedc. After that, they see

the effect of the adjectives use in the text amy ttan understand on which
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purpose they had been used. For instance, theesedpctives pale and cold
may indicate directness of the events. Such diesstrhas as a purpose to
give detailed description. There are other usedciides may be qualified as
physical or concrete having the effect of langupggsicality in order to

show a concrete mind style .

Task.4Consider again the same extract in task 3. Inva&gigs sentences

then classify them in terms of clause types.

Task.5 Here is another extract.
- Investigate its sentences then classify them siinédly.
- Try to make the difference between extracts in seofirclause types.
- How would you evaluate the two extracts?

- What would you deduce from the difference?

“Images of the outbursts of trivial anger which had often noted
among his masters, their twitching mouths, closelpsiand flushed cheeks,
recurred to his memory, discovering him, for al lpiractice of humility, by
the comparison. To merge his life in the commor b0d other lives was
harder for him than any fasting or prayer and itsvais constant failure to
do this to his own satisfaction which caused induwsl at last a sensation of
spiritual dryness together with a growth of doubtsd scruples. His soul
traversed a period of desolation in which the sateats themselves seemed
to have turned into dried up sources. His confesfiecame a channel for

the escape of scrupulous and unrepented imperfexctio
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He seemed to feel a flood slowly advancing towarssraked feet and
to be waiting for the first faint timid noiselesawelet to touch his fevered
skin. Then, almost at the instant of that toucimaat at the verge of sinful
consent, he found himself standing far away froenflibod upon a dry shore,
saved by a sudden act of the will or a sudden é&diom; and, seeing the
silver line of the flood away and beginning agams slow advance towards
his feet, a new thrill of power and satisfactiomask his soul to know that he
had not yielded nor undone all.” @dbil73-74)

We should guide the learner to notice the diffeechetween the two
types of mind style by the use of parataxis or hgpis.

* The "I(s) (eyes)" Activity : Focalization and Point of View
Objectives

- To understand the function of the pronoun "I" imraion.

- To discuss and understand the purpose of narrabnga given point
of view.

- To use the pronoun "I" in subjective tones or moafewriting and to
replace it with the third person pronoun "he" ipresenting claimed
objectivity. Thus, variety in writing is rescued.

- To prove that the "I" narrator is indeed many i§s)eyes on reality.
The "I" in the first chapter is different from that the last one

(journal)

Task.6 Consider the two following passages.

"April6. Certainly she remembers the post. Lyncissall women do.
Then she remembers the time of her childhood- ané mif | was

ever a child. The past is consumed in the presedtthe present is
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living only because it brings forth the future. t8es of women, if
lynch be right, should always be fully draped, dia@d of the woman
feeling regretfully her own hinder parts.

April 6, later. Michael Robartes remembers forgattbeauty
and, when his arms wrap her round, he presses shanms the
loveliness which has long faded from the world. that. Not at all. |
desire to press in my arms the lovliness whichri@tsyet come into
the world."

(' A Portrait'. P 286)

"April 15. Met her today point blank in Graftonrett. The
crowd brought us together. We both stopped. Shedaske why |
never came, said she had heard all sorts of st@iEsit me. This was
only to gain time. Asked me was | writing poems@uAlwhom? |
asked her. This confused her more and | left sanrynean. Turned off
that valve at once and opened the spiritual-heroedrigerating
apparatus, invented and patented in all countrigDlante Alighieri.
Talked rapidly of myself and my plans. In the mafsit unluckily |
made a sudden gesture of a revolutionary naturaust have looked
like a fellow throwing a handful of peas into the eople began to
look at us. She shook hands a moment after arghig away, said
she hoped | would do what | said.

No | call that friendly, don't you?

Yes, | liked her today. A little or much? Don't Wnd liked her and it
seems a new feeling to me. Then, in that casethaltest, all that |
thought | thought and all that | frlt | frlt, allte rest before now, in fact
...0O, give it up, old chap! Sleep it off.
throwing a handful of peas into the air.

(' A Portrait'. P 287)
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- What do you think about the use of the first pemsarrator (1) in this
passage?

- Could you detect any attitude or personal standih¢he narrator?
(notice the way of writingl) (in bold)).

- Replace the first person by the third person narnatth the possible
changes.

- What effect can be drawn from such a replacement?

* The "Flow/Memories" Activity

Objective:

- To make a learner aware of the use of paratalgticses when writing on
memories.

Task.8 Consider the following extract

“The bell rang for night prayers and he filed outtbe study hall after the
others and down the staircase and along the corado the chapel. The
corridors were darkly lit and the chapel was darkity Soon all would be
dark and sleeping. There was cold night air in th@apel and the marbles
were the colour the sea was at night. The sea whikday and night: but it
was colder at night. It was cold and dark under s$eawall beside his
father’s house. But the kettle would be on thetbabake punch”.
(“A portrajth.19)
1- Pick out the compound sentences.
2- What kind of relationship occurs between each twauses?
(Addition, contrast...).
3- What events are described in the text?
4- Try to remember some of your past physical expeasrand write a
detailed description of that.

5- What have you noticed in your writing in terms tHuses types?
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* "Stylistic Traits /Biographical Traits" Activity.

Objectives:

- To draw a portrait of a character through soméssic traits occurring in

the novel.

- To enable the learners to put words into the 'Benmuth "according to his
growing linguistic maturity and to make them decigely upon the life

accordingly i.e., they may agree or disagree with driginal writer of the

text upon the use of the types of clauses accortdirtigeir understanding of

the structures or in simple structures.

Task.9 Select two or three passages from the novel afteleast two
readings.

- Try to rewrite the passages selected by chanji@gyntactic structures as
if you were following a growing character.

- What have you noticed in terms of ideas elabdrad®@d messages
exchanged?

- If you look for eloquence what would you selestsgntax?
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Conclusion

One may say that teaching the growing structurahptexity would
help the students expand their abilities in writir®@entence- combining
technigue may encourage students to write moregueafly.

As far as second language acquisition is conceraed since we are
dealing with foreign learners, complexity appeaetevant for training
sentence production. Eckman, Bell, and Nelson, §19&ted in Thompson,
Shapiro, Kiran and Sobecks, 2003: 593) argue ttatiadies aimed at
teaching English as a second language show thatngacomplex sentence
structures in early stages of learning results anewapid acquisition of the
grammar of the second language than does traimmgex forms”.

Taking into consideration the semantic level oflgsia, one would
predict that a syntactically complex structure vdoutveal a semantically
complex one. In fact, it is not always the case. M&y find a very simple
sentence denoting a highly complex meaning. Welade¢ then, that some
structures are syntactically getting more complecaduse they decrease
semantic ambiguity.

What is important for the learner is the mastefyaovariety of
syntactic structures so that he would be free ® them according to his
conveyed messages. He may, at a final stage, giwevery simple sentence
which needs more understanding. In this case, wedaduce that someone
who has encountered more complex structures icdtgi one who met
simpler ones and is able to choose which one fi¢sdbjectives when
writing.

What can also be said about sentence-combinirignigpae is that it
can have an immediate effect on student writingfgoerance when

accompanied with selected readings which provideecds for the use of the
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language and illustrate the use of complex strestiny well known writers
or novelists.

On the other hand, teaching aspects of Englishagywould be fruitful if
done through selected literary texts that the kex@appreciate. What can be
helpful are those stylistic features which are resnt in the text and which

help the learners reach both a grammatical andieeeariting.

174



General Conclusion

We have examined in this study the relationshipwbeh the
syntactic structure of the clausesMfportrait' and the linguistic maturity
of the hero 'Stephen'.

This examination has been built upon two major tocfons:
paratactic and hypotactic structure. Our aim wasséek for any
relationship between Stephens sentence complexritly has linguistic
maturity. To argue for that, we have relied on sdfaactional Grammar
theoretical points suggested in Halliday (1985) dad/ hints from
developmental psycholinguistics that helped us whenounting for
Stephen's language as a child. We found it mostogpipte to consider
the syntax of the novel as a working tool sinaeweals significant points
as far as the hero's development is concerned.

When we observe the nov#{ Portrait, we encounter a complex
stylistic and structural texture rising from Jogcese of differential style
namely based on memories which constitute the cost@ne of his
narrative structure that emphasize repetition gsoeic movement. We
have given access to the life span of Stephen wigoowing up within a
hostile environment. This made him form his ownionsand therefore
his own language to situate himself within an immmatsociety.

After we have observed the ways in which clauseg bmarelated,
we have interestingly noticed that much of the égsratactic syntax
occurred at the beginning whereas the compresspdtdmtic syntax is
much more occurring in the fourth chapter of thgahoSurprisingly, we
witness the return to paratactic or rather to sengyintax at the end of the
novel.

An account for the analysis of the samples in teohslausal
relationships is linked with some tentative intetptions that go with our

assumptions about Stephen's gaining maturity. Oonk wemains non

179



exhaustive since it deals with samples of just mmee!. Still, the way of
analysis may be useful when dealing with other am@mp Our
interpretations again are not standard ones simeg have been made
upon our very personal views.

Results show that there was, at the beginning, atibifity between
the increasing syntactic complexity and the risdimjuistic maturity.
The return to simple and paratactic syntax at the ieplies what we
have labeled circular style denoting circularitytbé Irish life; it is the
paralysis of Dublin: a city which does not charggg remains immature.

After we had considered a syntactic analysis ofessamples form
the novel ‘A Portrait of the Artist as a Young Manve have attempted,
throughout the third chapter, to check some stgligatures used in this
novel which show a developing style. We have tteedee which type of
taxis is used with each technique (paratactic polactic). Some stylistic
effects were then drawn from the use of the diffestylistic features.

Sentence-combining technique in Chapter Four af@dentative
way to increase syntactic maturity which would béeap forward in
progressing EFL students writing skill. On the otlnd, we have
proposed some activities based on discovering sighistic features in
the novel which may help both teaching grammarctiines and enhance
literary competence.

It has become clear that the stylistic analysia bferary text based
on the significant linguistic features will helpetheader keep closer to the
author. The text is the core of interaction betwdem writer and the
reader and thus it should be the main concernyti§tstians in addition
to the context

An investigation ofA Portraits style and language is the way
towards investigating Stephen the hero. The languzfgthe novel is

getting more complex and the reader finds it difti¢do follow the story
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line and to understand the events chronologicdllys, to bridge the
gaps in the novel, the reader must rather follosvitlro's experiences and
thought.

To study A Portrait' from one angle seems restrictive and limited.
However, it is a very rich work a full of potentistlylistic features that we
cannot deal with in this work Joyce was richly esndmired but he keeps
on giving new insightful messages and modes ofingst that can be
regenerated continually to establish a life registé his (a)typical
community; a community which is not created yelayce's opinion.

Joyce's way of using language is confirmed furthdris following
novels 'Ulysses' and 'Finnegans Wake' in whichdraes on describing
the man-city relationship and seeks restlesslyybieal Irish community.
Ironically, Joyce will recognize that such a commyis formed only in
his dreams or nightmares. The language is gettioge momplex from
one novel to another fitting Joyce's recognition v community's
complexities

What is advised is that one will not limit his easch in just one
novel but reality is only met when all the novels aver come especially

in the case of Joyce.
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Resumeée

Notre étude part du constat formel qu'il existe soepatibilité réelle
entre les différents types de phrases utiliséedephaéros de Joyce dans son
ceuvre majeurd Portrait of the Artist as Young Maet I'expansion de sa
maturité langagiere. Il convient, pour ce fairegdas types de relations
pouvant étre établies entre les phrases, ou pa@gsgment, entre syntagmes
structuraux et syntagmes logico-sémantiques, pezntetobjectivement
d’éclaircir les arrangements syntaxiques du romangaestion et leur
possible interprétation. Pour y parvenir, notredéttente de répondre a une
guestion essentielle :

A quel procédé d'écriture Joyce a-t-il eu recouensl son intention

romanesque d’exprimer la maturité de son hérosl@ahoix, des plus

delibérés, des types de relations entre syntagmes ?
Conformément a la démarche académique en viguedaret son aspect
théorique, notre recherche se fonde sur les travdeixla grammaire
fonctionnelle telle que pensée par Halliday (19&%) certains apports
particuliers de la psycholinguistique développeralente Piaget (1926). A
ce titre, les résultats effectifs de notre rechemht montré que :

* Les structures syntaxiques simples sont fréquemuigisges par le
héros durant la période de son enfance. Concretemehes
représentent 29.73% par rapport aux phrases coneglek faudrait
de relever que la simplicité syntaxique corresp@ndne simplicité
sémantique. Par ailleurs, au fur et a mesure de déwveloppement
bio-mental et de [I'évolution de sa personnalité ¢armes
d’expériences vécues et d’événements physiquegelsonnage
principal fait de plus en plus recours a [l'utilisah de phrases
complexes (57%).

 Vers la fin du roman, le héros Stephen continueramurir aux
structures phrastiques complexes en les nuancanteftms de
structures simples- le pourcentage des phrases lexesm diminue
considérablement jusqu’a n’étre plus que de 41.47%.

Au-dela de ces principaux résultats, le troisientapdre de notre
recherche tente de mettre en évidence certairts s@iistiques de I'ceuvre
étudiéemonologue intérieur, conversations, méthodes naeat...

Des suggestions pédagogiques ont été finalemegmisées dans notre
guatrieme chapitre avec l'idée essentielle que dtriee didactique de la
technique de la combinaison des phrases.

Mots Clés Littérature Irlandaise, analyse linguistique, asaly
stylistigue, maturité linguistique, complexité sgxijue, hypotax,variété
stylistique,typologie phrastique, expansion langegbuildingsroman



