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ABSTRACT

This thesis attempts a systematic analysis of the stylistic devices used in Modern
Greek fictional writing for the representation of a character's speech and thought. It
specifically focuses on the study of those techniques in which the narrator's overtness
is kept to a minimum, i.e. Free Indirect Discourse, also known as "style indirect libre",
and Quoted Monologue.

The present study consists of four chapters. Chapter 1 discusses areas of
narrative structure of which many contradictory accounts are offered, and critics'
attempts to define modes of consciousness. It also briefly outlines the Modern Greek
tense system as a basis for the subsequent analysis of Modern Greek fictional devices.

Chapters 2, 3 and 4 are the analytical chapters where speech and thought
presentation techniques, ranging from the more diegetic to the more mimetic, are
investigated. In the analysis speech and thought presentation modes are treated
separately not only for reasons of clarity but because their effects are different. My
examples are taken from selected nineteenth and twentieth century Modern Greek
literary texts. The passages are given in the original Greek but a translation in English
is also included.

Chapter 2 deals with speech. All five speech categories (i.e. Narrative Report of
Speech Acts, Indirect Speech, Free Indirect Speech, Direct Speech and Free Direct
Speech) are examined but special emphasis is placed on the analysis of Free Indirect
Speech and on the identification of its markers in first and third-person narratives.

Chapter 3 specifically concentrates on the analysis of Free Indirect Thought in
first and third-person narratives and on the isolation of its indices. Its effects are also
examined.

Chapter 4 studies the technique of Quoted Monologue in first and third-person
narratives. It also includes a discussion of its effects.

My conclusion summarizes the results of the research and underlines the

necessity for further investigation in this area.
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INTRODUCTION

0.1. Aim of the present study

Speech and thought presentation in fictional writing has been one of the main
concerns of many nineteenth and twentieth century novelists. A survey of previous
scholarship has shown that there is no systematic description of the techniques
available to Modern Greek authors in reproducing their characters' speech and thought.
The present study attempts to identify and analyse speech and thought presentation
modes in selected nineteenth and twentieth century Modern Greek literary texts and in
particular those modes which are characterized by narratorial covertness. By doing so,
it aims to contribute to a fuller understanding and a richer appreciation of Modern

Greek literary works.

0.2. Design of the present study

The present study consists of four chapters. After a brief introduction outlining
the aim and design of the thesis, Chapter 1 is concerned with some theoretical and
methodological preliminaries to prepare the ground for the analysis of speech and
thought presentation techniques in the ensuing chapters. More specifically it discusses
briefly the verbal system in Modern Greek (M.G.) in order to help the reader
understand the function of the categories of tense, aspect, mood and voice in M.G. and
for what reasons M.G. authors choose certain verb forms. Next it contains a review of
the most influential theories on narrative structure developed by the Anglo-American
school of criticism, the Formalists, the Structuralists and the German School. This
review attempts to shed light on areas of the structure of narrative of which many
contradictory accounts are offered and thus facilitate the examination of speech and
thought modes in M.G. narratives. Finally it includes a discussion of the phenomenon

of Free Indirect Discourse (FID), the general term I use after McHale (1978: 250) to



refer to the stylistic device of "style indirect libre”, a review of critics' attempts to
define modes of consciousness and the categorization of speech and thought
presentation techniques to be used in the study. The techniques range from the more
"diegetic" to the more "mimetic"”.

Chapters 2, 3 and 4 form the nucleus of the investigation. They deal with the
analysis of speech and thought presentation techniques in selected nineteenth and
twentieth century M.G. literary texts. First editions of the Greek texts are not always
being used in the thesis because some of them are effectively unobtainable in both the
United Kingdom and Greece. However, dates of first publication of the Greek texts,
where feasible, are given in the bibliography. The passages analysed are given in the
original Greek but a translation into English is also included. This translation would
not be a very elaborate one but an almost word for word representation of the Greek
because the aim is to enable the reader to understand how the Greek authors reproduce
their characters' speech and thought through an isolation of a number of indices. Such
indices tend to disappear in passages translated into a more normal form of English.
However, for the more difficult sentences a more fluent translation will also be given
in brackets.

In the analysis, speech and thought presentation techniques are treated separately
not only for ease of reference but also because their effects are different.

Chapter 2 concentrates on speech presentation techniques, which are the

following:

a) NARRATIVE REPORT OF SPEECH ACTS (NRSA)!.

b) INDIRECT SPEECH (IS) which is inclusive of McHale's (1978: 259)
category of IS mimetic to some degree.

¢) FREE INDIRECT SPEECH (FIS) one of the two subdivisions of FID,

d) DIRECT SPEECH (DS) and

¢) FREE DIRECT SPEECH (FDS).

IThis is a term introduced by Leech and Short (1981: 323). It is similar to McHale's (1978: 258)
"diegetic summary" and to Page's (1988: 37) "submerged speech"”.



Examples from all five categories are given but special emphasis is placed on the
analysis of FIS in first and third-person narratives and on the identification of its
markers. The effects of each of the above mentioned techniques and in particular of
FIS are also examined.

Chapters 3 and 4 are devoted to thought presentation. The categorization of the

techniques is as follows:

a) NARRATIVE REPORT OF A THOUGHT ACT (NRTA).

b) INDIRECT THOUGHT (IT).

c¢) FREE INDIRECT THOUGHT (FIT), the second subdivision of FID. .

d) DIRECT THOUGHT (DT) and

¢) FREE DIRECT THOUGHT (FDT), which in its sustained form becomes
QUOTED MONOLOGUE (QM).

In Chapter 3, there is an analysis of passages from all five techniques but the
primary focus is on the mode of FIT. FIT contains not only reports of thoughts and/or
a rendering of the characters' immediate consciousness of such thoughts but also a
rendering of other kinds of consciousness (i.e. sense impressions, products of
imagination). The indices of FIT in both first and third-person narratives are identified
through the use of contextual and linguistic criteria and its effects in first and third
person narration are discussed.

Finally in Chapter 4, there is a study of the technique of QM in first and third-
person narratives. The term QM is adopted by Cohn (1978: 12) and is used as a cover
term for both silent soliloquies and interior monologues in modern novels. The effects
of the technique are also examined.

The concluding remarks summarize the results of the analysis and make clear that

further research is needed.
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CHAPTER 1

PRELIMINARIES TO THE MAIN STUDY

1.1. Introduction

The aim of this chapter is to prepare the ground for the analysis of narrative
techniques in the ensuing chapters through a discussion of the M.G. tense system and
of the various theoretical accounts of narrative style.

First it will examine briefly the verbal system in M.G. in order to help the reader
understand the function of the categories of tense, aspect, mood, and voice in the
identification of speech and thought modes in M.G. fiction. It will then review the
most influential theories on narrative structure proposed by different schools of
criticism, i.e. the Anglo-American School, the Formalists, the Structuralists and the
German School, in order to shed light on many areas of the structure of narrative of
which many contradictory accounts are offered, and thus facilitate the analysis of M.G.
narratives.

It will conclude with a brief discussion of the phenomenon of “style indirect
libre", or Free Indirect Discourse as I prefer to call it, following McHale (1978: 250), a
review of critics' attempts to define modes of consciousness and the categorization of

speech and thought presentation techniques to be used in the analysis.
1.2. THE VERBAL SYSTEM IN M.G.

1.2.1. Tense in M.G.

Before examining the category of tense in M.G., we will briefly consider tense in

general.



The interrelation of time and tenses in human language has always been a field of
great interest and debate and various theories have been proposed which attempt to
explain this relation. One of the most well known is the tense system developed by
Reichenbach (1947). Reichenbach (op. cit., 290) recognized the involvement of three
elements, i.e. the points of event, speech and reference, and of the temporal relations
existing among them in the description of tenses. Using Reichenbach's example (op.
cit., 288) in a sentence like "Peter had gone" three time-points are present; the point of
speech, which is the utterance time, the point of event, which indicates when Peter
went, and the time of reference, which is a time point between the other two points,
since in an individual sentence, as Reichenbach remarks, it is not clear which time
point is the reference point but it is rather determined by the context of speech. These
three points are always present in all tenses although in some of them two of these
three elements can coincide. For instance, the reference point can be simultaneous with
the point of event or with the point of speech. The three points of time can be combined
in different ways to account for the specification of tenses in such languages as
English.

Reichenbach's great innovation was the inclusion of the point of reference in the
description of tenses and although his tense system has been severely criticized! or
even rejected? there is general agreement among scholars that tenses are best specified
in terms of time points.

Tense can be defined as the grammaticalized location of a situation in time,
normally with the present moment being used as a reference point (Comrie, 1985: 9).

Therefore tense is a deictic category because "it relates the time of the action, event or

Iprior (1967: 13) considers Reichenbach's system as too simple to account for tenses for which more
than one point of reference is needed because it provides for only one reference point. For that reason
he regards as unnecessary the sharp distinction, drawn by Reichenbach, between the point of reference
and the point of speech which, according to Prior, is the first point of reference.

2Comrie's (1981: 29) main argument concerns the point of reference which, as he points out, is not
necessary in the description of certain tenses (i.e. absolute tenses). Thus for Comrie the difference
between the Present Perfect and the Simple Past is not one of reference point, as it is for Reichenbach,
but one of aspect. For Declerck (1986: 320), on the other hand, who attempts to reconcile
Reichenbach's and Comrie's theories, the Present Perfect and the Simple Past differ not only in aspect,
as Comrie claims, but also in the way they locate a situation in time.



state of affairs referred to in the sentence to the time of utterance (the time of utterance
being 'now")" (Lyons, 1968: 305).

Let us now examine the tense system in M.G. In M.G. there is a distinction
between past and non-past tenses. The past tenses include the imperfect and the past
(or aorist). The non-past tenses are the present and the future, which are subsumed
under one analysis because although the past forms are marked for pastness> in that in
most cases they specify past actions, the non-past are not so marked because they can
denote not only actions which occur in the present or in the future time but timeless4
actions as well (Mackridge, 1985: 125).

The present and the past tenses are monolectic whereas the future tense is not
expressed morphologically but syntactically with the future/modal particle "6d" (tha)
and a non-past form of either perfective or imperfective aspect. This has prompted
Comrie (1976: 97) to state that in M.G. the tense distinction between Present and
Future forms in the non-past tenses does not exist any more because it has been
replaced by an aspectual distinction. For that reason in Mackridge's semantic analysis,
the future tense is regarded as a function of the subjunctive (op. cit., 274). However,
in Joseph and Philippaki-Warburton's descﬁptive analysis, the future is considered as
belonging to the indicative verb group because all the above mentioned tense
distinctions are present in the indicative, but they are relative to the mood in the
subjunctive and the imperative. In the imperative, for instance, the verb can only make
aspectual distinctions because the time of reference is future (1987: 174).

Palmer (1986: 218) observes that the future tense in many languages derives
from a modal-type auxiliary. In the case of M.G. "tha is a reflex of THELO: 'T wish™
(see also Bull, 1968: 32).

3There are instances in which a past form does not denote past time. For example fiyame! (= we
departed) is often used in the sense of "we are setting off right now" or "let's go" (see Daltas, 1979: 44-
5).
4Lyons (1977: 681) has drawn attention to the fact that the present tense used for the expression of
gnomic utterances, the term he uses to refer to both timeless and omnitemporal utterances, has nothing
to do with present time. Gnomic utterances, even when they are time-bound, are non-deictic. This is
the reason why such utterances can also be expressed in the past. In M.G. in addition to the gnomic

present the gnomic aorist is also possible especially in the case of animated language (see Goodwin,
1955: 276).



Modal distinctions in M.G. are expressed with the combination of the particle
"8d" (tha) with past forms. M.G. also differentiates between absolute and relative
tenses. As Comrie (1985: 56) has remarked the main difference between relative and
absolute tenses lies in the specification of their reference time. In the absolute tenses the
reference point is always the present moment while in the relative tenses it is
determined by the context, with the present moment being one of the possible reference
points. In M.G. the absolute tenses are the present and the past tenses whereas the
relative tenses in the past are the present perfect and the pluperfect. In contrast to the
absolute tenses, the relative ones are formed periphrastically. In addition, Joseph and
Philippaki-Warburton (op. cit., 173) recognize the future perfect and the future

pluperfect as the relative tenses in the future.

1.2.2. Aspect

Aspect, which is a non-deictic category since it is not relative to the time of
utterance, is concerned with the different ways of viewing "the internal temporal
constituency of a situation" (Comrie, 1976: 5). It can be expressed either inflectionally
or periphrastically in a particular language.

In M.G. aspect ranks higher than tense because it is always indicated, while
tense is not. In M.G. the main aspectual distinction is between perfective (pfv.) and
imperfective (impf.) aspects with both of them having a morphological expression.
They are differentiated by the stem used. The perfective uses the aorist stem (e.g.

ydow) while the imperfective the present stem (e.g. xdvw). The endings used for the

two aspects are the same for all past and non-past tenses: e.g.

1) “Exaoca (pfv.) Td kleldid pov.
I lost my keys.



2) Kdfe dopd mov €xave (impf.) Td kheldld s €kharye.
Every time she lost her keys, she cried.

(my examples)

In addition, there is a third aspect, the perfect, which is not considered as crucial
as the other two for two main reasons. Firstly it is always expressed periphrastically,
and secondly these periphrastic expressions do not consist of uninterrupted unities in
that either a time adverbial or a whole nominal or adverbial phrase can be placed

between the two verbal elements of the periphrasis (Mackridge, 1985: 103).

3) Té6 &xw Mdn SlaBdoer alté 16 BAlo.
I have already read this book.

(my example)

The perfect aspect appears in the following M.G. tenses: the present perfect,
which can only be formed by perfectives verbs, the pluperfect, the future perfect and
the future pluperfect.

The perfective/imperfective opposition is found in all M.G. tenses, moods and
non-finite forms (Comrie, 1976: 127) except the conditional.

In M.G. the perfective aspect is employed when the speaker tends to view the
action from a distance, looking upon it as a completed whole irrespective of its
occurrence in the future or in the past (Mackridge, op. cit., 105). This suggests that the
perfective is the unmarked® aspect because it does not denote whether an action is

iterative or durative or none of the two. In past and future time reference the perfective

5Comrie (1976: 61 ff.) notes that the perfect tense is more naturally associated with the perfective
aspect because it looks at a situation in terms of its consequences which are more likely to be the
consequences of a completed situation rather than of an incomplete one. Thus in M.G. the form "éxo
féri" (pfv.) is the only grammatical formation. However, Comrie's classification of the perfect as an .
aspect has been considered as unfortunate by certain linguists (see Mourelatos, 1978: 432 {f.).

6 According to the theory of markedness in an opposition with two or three members the member
which is more usual and normal than the others is unmarked. Since, however, there are oppositions in
which all members may be marked, Comrie (1976: 76) has suggested a number of criteria, i.e.

semantic, morphological, and statistical, which must be taken into account in deciding whether a
category is marked or unmarked.



aspect can be used to express an action which occurs more than once. Dahl (1985: 189)
has pointed out that in M.G. the perfective aspect normally indicates past time
reference. Although possible with future time reference, it cannot be used with present

time reference. For example:

4) Xo0és €lda (pfv.) uid évdiadépovoa dyyella omiv édnuepi8a.
Yesterday I saw an interesting advertisement in the newspaper.

(my example)

The imperfective aspect is concerned with the internal structure of a situation and
it can indicate either progressivity or habituality. When the speaker uses the
imperfective aspect, his viewpoint is the time of the event indicated by the verb and not
the time of speech (Mackridge, 1985: 105). The following examples illustrate the two

meanings of the imperfective aspect.

5) “Otav fijpow o176 SnuoTiks, €BAema (impf. iterative) TnAedpaom pévo
kdfe ZdpPaTo.
When I was in primary school, I watched T.V. only every Saturday.

6) Xb6és, Tiv dpa wou éPhema (impf. progressive) Tniedpaon, Eyive
Siakomy pelpaTOS.

Yesterday, while I was watching T.V., there was a power-cut.

(my examples)

Generally speaking, in M.G. the way in which a speaker views an action at the

time of utterance is more important than the actual nature of the action itself,
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Aspect applies equally to verbs in main and subordinate clauses although
sometimes in subjunctive subordinate clauses more complications arise (Mackridge,

op. cit., 108).
1.2.3. Mood

Traditionally mood is restricted to the verbal category. As a result it has become
grammaticalized and therefore removed from semantics. Yet modality, as Palmer
(1986: 21) has noted, is not expressed in all languages in the verb. Modality is
semantically relevant to the whole sentence and not only to the verb. It can be
expressed in a variety of ways in particular languages, i.e. by moods, modal verbs,
particles and clitics (op. cit., 33). Although Palmer believes that a distinction should be
drawn between mood and modality, since the former is grammatical and the latter is
semantic, serious problems created by this distinction have made him retain both terms.

Palmer, following Lyons (1977: 452), also recognizes two kinds of modality:
epistemic, which expresses "belief, knowledge, truth etc. in relation to proposition?",
and deontic which "is concerned with action, by others and the speaker himself" (1986:
96). They have two features in common; subjectivity, which is relative to the speaker's
involvement, and non-factuality, i.e. the term Palmer prefers to Lyons' factivity.
Although epistemic and deontic modalities seem distinct, Palmer (op. cit.) believes that
it would be better if they were treated as subdivisions of a single category for the
simple reason that in many languages the same form is used to express both deontic
and epistemic modality. As demonstrated later this is also the case in M.G.

In M.G. modality is expressed by moods and modal verbs. M.G. recognizes

three moods: indicative, subjunctive and imperative.8

7jespersen (1924: 313), like Lyons, also distinguishes in a scntence between the modal (i.e. the
attitudes of the mind of the speaker) and the propositional elements (i.e. the contents of the sentence).
8 According to Katranides (1970: 861) in M.G. there is a morphophonemic distinction between
imperative and non-imperative moods. The latter is used by Katranides as a blanket term to cover a
number of moods (i.e. indicative, optative, hortatory and subjunctive) which are identical
morphophonemically but they display different modalities. Non-imperative verb forms can be either
marked, i.e. introduced by a modal particle (e.g. the subjunctive with "na", the optative with "8a", the
hortatory with "as"), or unmarked, i.e. introduced with no particle as in the case of the indicative.



11

The subjunctive in M.G. is formed syntactically and not inflectionally. It is
expressed by the combination of the particles "vd" or "ds" with any verb form (i.e. a
finite verb in the perfective or imperfective non-past) except future/modal tenses
because the particles "vd"? or "ds" and the future particle "84" are mutually exclusive.
The subjunctive being the mood of the potential, the possible, the probable and that
which is wanted or intended cannot express absolute tenses. It never appears with
future forms but it combines with all other verb forms to give a variety of variations in
modality, tense and aspect. It is mainly the mood used in subordinate clauses.
However, "ds" is not normally found in subordinate clauses whereas "vd" can be used
in both main and subordinate clauses.

Subjunctive subordinate clauses can be approached through the concepts of
coincidence, scope and scenario.

According to the concept of coincidence, which was used on M.G. subordinate
clauses by Seiler (1952) and refined by Bakker (1970) (both quoted in Mackridge, op.
cit., 109), the imperfective aspect of a subordinate verb appearing in a subjunctive
clause denotes temporal coincidence with that of the main verb; that is the action of the
complement verb occurs at the same time as that of the matrix (i.e. main) verb. The
perfectivel0, on the other hand, does not indicate temporal coincidence because the
action of the subordinate verb is seen as completed before, or beginning after, that of

the main verb. For instance;

7)  Mé €l8e vd xhalw (impf.).

He saw me crying.

8) Tév mapakdieca vd pé Bondiom (pfv.).
I begged him to help me.

(my examples)

9The na-clause (vdclause) derives historically from the ancient {va + subjunctive. The ancient clause
"had a purely final sense” (sce Hesse, 1980: 117).

10For counter examples see Mackridge, 1985: 305.



12

For ease of reference we will present the most common verbs or phrases

followed by imperfective and perfective vd-clauses in table!! form.

TABLE 1: Imperfective vd-clauses

VERBS FOLLOWED BY EXAMPLE
IMPERFECTIVE NA-

CLAUSES

1. Verbs which express *Apx{lw (I begin)

beginning, continuity or "E€akolovbd/ Zuvexilw (I
end. continue)

Irapat®/Tladw (I stop)

2. Verbs of perception. * Axolw (I hear)

davrdafopar (Iimagine)
BAémw (I see)

3. Verbs followed by
subordinate clauses that

suggest habituality.

Z¢pw (I know [how to))
Zumbilw (I get used [to])
Mabaivw (Ilearn [how to])

(Mo?) dpéoeL ([1] like)

11n constructing Tables 1 and 2,1 have consulted Mackridge, 1985: 109-11.
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TABLE 2: Perfective vd-clauses

VERBS/PHRASES/MARKERS
FOLLOWED BY PERFECTIVE
NA-CLAUSES

EXAMPLE

1. Certain verbs or phrases
followed by subordinate
clauses which express neither

habituality nor progressivity.

Kovtelw (I get near [to])
Elpar értoipos (I am ready)
TMepLpévew (I expect)
doPapar (I am afraid [to])
"Exmilw (Ihope)
TTapakard (I beg)

TTpodTalvw (I have time [to])

2. The conjunctions "mpiv" and

"mrpoTol" (before).

Tekelwoa mpiv vd MEer o
xpdvos (I finished before

time was over)

3. The universal relatives

ny N4

omoros" (whoever), "0,TL"
(whatever), "omou"
(wherever), "6moTe"
(whenever), "6colg)"

"y

(however much) and "6mws"

(however) in future or timeless

reference.

"O,1L kal vd kdvw elvar
A\dBos (Whatever I do is

wrong).

There are cases of subjunctive subordinate clauses in which both aspects are

grammatically acceptable. The meaning, however, can be affected. A difference in




14

aspect in the subordinate verb can change the meaning of either the main or the

subordinate verb or of both. For example:

9) THv ddnoa vd Tniedwrf (impf.).

I left her talking on the phone (progressive, coincidence).

10) Trv dédnoa vd tredwrion (pfv.).
I let her use the phone (non-progressive, non-iterative, non-coincidence).

(my examples)

Subjunctive subordinate clauses can be better approached when we know the
scopel? of certain elements (i.e. adverbials and negatives); that is when we know

which verb or verbs are covered by these elements. For example:

11) ©é\w (vd ool ypddw kdbe pépa) (impf.).

"I want (to write to you every day)".

12) (Exw peyd\n 8udbeon vd ool ypddw) kdbe dpa (pfv.).
"Every hour (I have [a] great desire to write to you)".

(Mackridge, 1985: 112)

The scope of the adverbial covers the verb "ypddw" in the first sentence but the
phrase "éxw 8LdBeom” in the second sentence. The rules that determine the selection of
aspect in M.G. seem to be fairly straightforward in many cases. Rate expressions, that
is adverbials that denote the rate of the occurrence of the event in the clause which falls

within their scope (e.g. "takTikd", "regularly"), co-occur with the imperfective

(Newton and Veloudis, 1980b: 26). For instance:

12The importance of scope has also been recognized by Kahane and Kahane (1954: 118) who
reinterpret the numerous examples in Seiler's book in terms of the meaning of the adverb.
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13) ‘Ymooxébnke (vd ypddn TakTikd) (impf.).
He promised to write regularly.
(my example)
A subjunctive subordinate verb embedded in an iterative verb (i.e. a verb in the
imperfective) occurs in the perfective because the adverbial covers only the non-
subjunctive verbs which consequently appear in the imperfective. A subjunctive verb
can occur in the imperfective only in cases in which the action is viewed as iterative or

durative. For example:

14) KdBe dopd mod étowpaldpovw (impf) vd Byd (pfv.) éEw, xTumoioe
(impf.) T6 TAédwvo.
Every time I was ready to go out, the phone rang.

(my example)

In addition to adverbials, negation can also influence aspectual choice.

15) “HEepe vd xolupwdet (impf.).

"(s)he knew how to swim".

16) Aév fifepe vd kolupmioer (pfv.).
"(s)he didn't know how to swim".

(Mackridge, op. cit., 113)

The imperfective in the first sentence indicates coincidence of the person's ability
to swim with the act of swimming on all occasions, while the perfective denotes no
coincidence.

The above quoted examples (15 and 16) can also be approached through the
concept of scenario expressions which refers to the special conditions under which an

action can take place. In the case of examples (15) and (16) only the former is covered
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by a scenario expression such as "'whenever there is a convenient stretch of water
available' (Mackridge, op. cit., 113).

Newton (1979a: 32) claims that aspectual choice is determined in the logical form
of sentences. Many sentences which express repeatable events have the following
logical form "every time p, q". This expression is a scenario expression and can be
represented more formally as "at all times t (if p at t then q at t)". In M.G. in a sentence
which contains a scenario expression both the antecedent (p) and the consequent (q) are
in the imperfective aspect irrespective of the tense which can be either present or past.

For instance:

17)  Kdbe dopd mod kamviler Prixel.

"Every time he smokes (impf. non-past), he coughs (impf. non-past)".

18) Kdfe dopd ol kdmnle épnxe.
"Every time he smoked (impf. past), he coughed (impf. past)".
(Newton, 1979a: 32)

19) ‘Ymooxébnke vd pé émokénTtetar (impf.) kdfe dopd ToU é€pxeTar
oy’ Abijva.
He promised to visit me (impf.) every time he comes to Athens.

(my example)

In the above mentioned examples, the scenario expressions are all overt (i.e. a
"whenever p" expression is used for the specification of the antecedent). There are also
cases of covert scenario expressions with implying antecedents often expressed by
"always" or "never". For example, "John always drinks coffee" (Newton, 1979b: 140)
implies the scenario expression "whenever he drinks something non-alcoholic" and it
does not mean that John is drinking coffee all the time. "Always" has the meaning of

"occasion” and not of "moment".
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Therefore scenario expressions collocate with the imperfective in M.G. because
they indicate rate of occurrence, especially with such quantifiers as rarely (omaviws),
often (ouxvd), usually (cuvrifws), though not with aggregates (e.g. at 6 tonight) (see
Newton, 1979b: 141). Adverbials of specified cardinality (e.g. five times) select the

perfective. For instance:

20) Mo¥ {fyTmoe vd Tév cwavtiow (pfv.) 80o dopés dwdun.
He asked me to meet him two more times.
(my example)
"Never" can also be treated as a marker of underlying scenario. Furthermore
other negative elements such as "nowhere" and "no-one" may imply scenario structures
with unspecified antecedents when they collocate with the imperfective aspect. For

example:

21)  Ixni dén &fine (impf.) puBena.

"He left clues nowhere".

(Newton, op. cit., 143)

The above quoted sentence means that the subject did not leave any clues
whenever he visited a place. The same sentence in the perfective, i.e. "Ixni dén 4fise
(pfv.) puBena” refers to “a single visit on which no clue was left anywhere on the site”
(Newton, op. cit., 143).

The indicative is the mood where all the above mentioned tense distinctions
apply. Joseph and Philippaki-Warburton (1987: 180) remark that the formal difference
between the indicative, which is expressed morphologically, and the subjunctive
correlates with a semantic one. While sentences in the indicative describe an action or
state as a fact and in that way they locate it in time (present, past, future), sentences in
the subjunctive “express the attitude of the speaker (in main clauses) or of the higher

subject (in subordinate clauses) to an event or state which is not presented as a fact
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(either of the present, past, or future), but which could become a fact". In addition, the
indicative is considered as epistemically unmarked or neutral (Palmer, 1986: 27).

The imperative is the unmarked member of the deontic system. It is not generally
used in subordinate clauses. It is not marked for tense and person because by using the
future as the time of reference it makes only aspectual distinctions. It appears only in
the second-person singular and plural of the active and the medio-passive voices. It
occurs in two sets of forms, the perfective non-past (i.e. "wés pou", "say it to me")
and the imperfective non-past (i.e. "Aéye pov", "say it to me").

In M.G. there is a number of other modalities, i.e. optative, intentional, debitive,
potential, hortatory etc., which are not indicated morphologically but with certain

periphrastic expressions (see Joseph and Philippaki-Warburton, 1987: 183-5). For

example:

22)  Maxkdpe vd €pbn.
If only he would come (optative).

(my example)

1.2.3.1. Modal Verbs

Another way to express modality is through modal verbs. The M.G. modal verbs
are "mpémeL" (it is necessary) and "umop®" (can, be able) which express strong and
weak modality respectively. There are three kinds of modality: epistemic, deontic and
physical. In M.G. the same modal verbs are used to express both deontic and epistemic
modalities. There are, however, differences in the syntax which is associated with
them.

The modal verb "mpémeL" is impersonal. It occurs only in the third-person
singular and it has one past form "émpeme". It lacks the usual contrast between

perfective and imperfective in the past because it mainly occurs in structures which are
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rendered unacceptable with perfective forms, i.e. "Ka6e fora pu éprepe...", "every time
it was necessary..." (see Newton and Veloudis, 1980b: 29).

When the modals have an epistemic sense no restrictions are imposed on the
temporal sequencing of the modal and its complement. For instance, in the sentence
“Bori na itan plasios", "he may have been rich” (quoted in Newton 1979b: 149), the
modal "bori" is relative to the act of speaking while the complement verb "né itan”
refers to a prior time and therefore it occurs in the imperfect, one of the tenses of the
indicative mood. The two modals express epistemic modality in the following cases

(see Palmer, 1986: 37-38):

a) when "mpémeL" combines with a past tense verb in the subordinate clause.

23) Tlpémer vd 16 8LdBaoce.
He probably read it.

b) when "pwop®" is found in its impersonal form (i.e. in the third-person

singular).

24) Mrmopel vd mdw oTiv Tpdmela orjpepa.

I may go to the bank today.

c) when "pmopel” is found in combination with a subordinate verb in the past.

Negation of that verb also entails the epistemic use.

25) Mmopel vd miiye o™iy Tpdmela.
He may have gone to the bank.
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26) Mmopel vd pj wepdom Té TéoT.

He may not pass the test.

(my examples)

When the modals, however, appear in their deontic or physical senses the only
possible choice is between the perfective and the imperfective forms of the subjunctive.
It seems, however, that deontic modality has a wide scope over rate expressions and
selects imperfective complements whereas physical modality has a narrow scope over

rate expressions and selects more readily perfective complements.

27) Tlpémev vd peletds (impf.) kdfe pépa.
You must study (impf.) every day (deontic modality).

28) “Emwpeme vd Soulédn (pfv.) akinpd.
He was forced to work (pfv.) hard (physical modality).

29)  OL yovels Tou Tod €lmav 8TL pmopel vd Pyalvm (impf.) &fw pé Tols
$llovs Tou Kkdbe ZdpBaro.
His parents told him that he could go out (impf.) with his friends every
Saturday (deontic modality).

30) 276 ywpld pov pmopoloes vd ¢ds (pfv.) yalomovda pévo pla ¢opd
Tév xpbvo.
In my village you were able to eat (pfv.) turkey only once a year (physical

modality).

(my examples)
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In addition to rate expressions, negation can help to disambiguate modals.
"TIpé meL 13" has wide scope over negative elements and consequently selects
imperfective complements while "umopd" lies within the scope of negatives and

accepts perfective complements.

31) Aév mpémeL vd Tpds (impf.) Té6oo TOAD.

You should not eat so much.

32) Aév pmopel vd épbn aliTéd T6 dmbyevpa (pfv.).
He cannot come this afternoon.

(my examples)
1.2.4. Voice

Within the category of voice M.G. makes a morphologically marked distinction
between the active voice and the medio-passive in which one can find morphological
and semantic characteristics of the Ancient Greek middle and passive voices. Thus the
term medio-passive is a cover term for the middle and passive voices, which in M.G.
are not distinct (see Joseph, 1987: 430). Whether a form is middle or passive can be
determined by the context in which the utterance occurs. Medio-passive morphology
exhibits a range of semantic functions, i.e. passive, reflexive, reciprocal, causative (see
Joseph and Philippaki-Warburton, 1987: 167).

There are also the so-called deponent verbs which although active in meaning
occur in a medio-passive form, i.e. "esfdnome" (I feel) (Houschold(cr et al., 1964:
102). Some of the deponent verbs are transitive, i.e. "déxome tin pré\sklisi“ (T accept
the invitation). Moreover there are verbs both active in meaning and transitive which do
not form a passive, i.e. "kdvw" (I do), "éxw" (I have), "Eépw" (I know), "8é w" (I

want), "meptpévw” (1 wait for), or transitive verbs whose meaning changes completely

13For a detailed discussion of modality in M.G. see Newton (1979b: 149-54) and Newton and
Veloudis (1980b: 31-9).
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from one voice to another, i.e. "Savel{{w" (I lend), "8Save({opar" (I borrow)
(Mackridge, op. cit., 96-7). In addition to verbs, deverbal adjectives and nouns may
denote voice. Deverbal adjectives in -Tos normally indicate passive voice whereas
those ending in -Tikés denote active voice. With regard to deverbal nouns, abstract
nouns in -si can express either voice depending on the context in which they occur.
Concrete nouns in —Tns indicate active voice because they are regarded as agent nouns
(see Mackridge, op. cit., 101).

The medio-passive and active voice verbs have the same range of tenses and
aspects. The imperfective passive forms are dynamic in contrast to the perfect passive
tenses which are static because they refer to the result of the action. Perfect passive
tenses are formed periphrastically as their active counterparts.

Our aim in sections 1.2.1, to 1.2.4., has been to show the interaction of the
categories of tense, aspect, mood and voice in M.G. Before we move on to studies of

narrative structure, we will summarize the tense system in M.G.
1.2.5. Summary of the Verbal System in M.G.

Verbs in M.G. have two numbers, i.e. singular and plural, and three persons,
i.e. first, second and third.

In M.G. aspect is more important than tense since it is always indicated. The
main opposition is between perfective and imperfective aspects with the perfect being
the third aspect and the least crucial. The three binary oppositions that contrast as to
aspect but not as to tense, are the two futures, the two subjunctives and the two
imperatives. They all have a perfective and an imperfective form.

M.G. distinguishes between past (i.e. Past or Aorist/Imperfect) and non-past
tenses (i.e. Present/Future under one analysis) in both active and medio-passive
voices. Furthermore, there is a distinction between absolute (i.e. Present, Imperfect,
Past) and relative tenses (Present Perfect, Pluperfect). The Future, in certain analyses

of M.G., is not considered as a tense but as "an attribute of the modal particle 64"



23

(Householder et al., 1964: 103). The absolute tenses are monolectic while the relative
ones are formed periphrastically and only from perfective verbs.

Within the category of mood the formal distinction is between imperative and
non-imperative (i.e. indicative). The subjunctive, which is formed syntactically and not
inflectionally, is expressed by the combination of the particles "vd" or "ds" with either
the perfective or the imperfective form (i.e. with all verb forms except future/modal
forms). Modality is also expressed by the modal verbs "mpémer" (it is necessary) and
"umop®@" (can, be able).

The principal parts of M.G. verbs are formed by the imperfective non-past
active, the perfective non-past active, and the perfective non-past medio-passive with
all the conjugational forms deduced from them. For instance, the principal parts of the
verb "xdvw" (I lose) are: "xdvw", "xdow", "xad®".

The interaction of aspect and tense in both voices in M.G. is represented in the
following tables. The traditional terminology for each of the various tense-aspect
combinations is also given. In the analysis of fictional modes we will use the traditional
terminology in reference to tenses. In constructing the paradigm I have consulted
Householder et al. (1964), Mackridge (1985), Joseph and Philippaki-Warburton
(1987). The forms of the regular verb "xdvw" (I lose) are given in the first-person

singular.

NON-PAST PAST

Perfective XAow éxyaca
ACTIVE Imperfective XAV éyava

Perfect éxw ydoeL elxa Ydoel

Perfective xab® ydfnka
MEDIO- Imperfective xdvopat xavépouv
PASSIVE

Perfect Exw Yabel elxa yadel
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ACTIVE MEDIO- ASPECT-TENSE TERMINOLOGY
PASSIVE
xdow xab®d Perfective non-past Aorist
subjunctive/
Future!4
Y AV ydvopat Imperfective non-past| Present
EXw éxw xabel | Perfect non-past Present Perfect
xdoeL
éxyaoa xdbnka Perfective past Aorist or Past
éxyava yavépovy | Imperfective past Imperfect
elxa elxa xadel | Perfect past Pluperfect
xdoeL
FUTURE |SUBJUNCTIVE!S | IMPERATIVE
Perfective ©d xdow |vd/ds xdow SG. xdoe
PL. xdoTe
Imperfective | ©d xdvw |vd/ds xdvw SG. xave
PL. xdveTe

14The perfective non-past is always preceded by an introductive (usually by 8d. vd or &s) because it
does not constitute by its own a complete verbal expression,

15In the thesis the distinction between "indicative™ and "subjunctive” is made on syntactical criteria. In

this sense the indicative is expressed morphologically while the subjunctive is formed syntactically,
i.e. the verb form is preceded by the particles "vd" or "dg".
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1.3. Review of theories of narrative

The purpose of this section is to discuss briefly various theories of narrative
structure because a comprehensive description of the techniques of fictional writing
presupposes a familiarity with terms such as point of view, omniscient narrator, third-
person narrator etc. These basic concepts are encountered in all studies of narrative
theory as analysts of fiction identify and name fictional devices, though not always in a
systematic way.

Analysis of the structure of narrative and identification of narrative modes seem
to be as old as criticism itself. Plato in his discussion of epic poetry distinguished
between two ways of verbal representation, i.e. "diegesis" (simple narration) and
"mimesis" (imitation) (quoted in Cornford, 1966: 79). "Diegesis" occurs when the poet
is present and does not conceal himself. When the poet, however, assimilates his style
to the character's manner of talking then we have "mimesis". Modern critics of
narrative maintain that there are degrees of mimesis, at least in the representation of
speech, which range from "diegetic summary" to "free direct discourse" (see
McHale!61978: 258-9).

Aristotle used the same distinction in his "Poetics" but in a different way (1962:
71). He reduced all poetry to imitation and differentiated between two modes, the
"direct” (what Plato calls "imitation") and the "narrative” (what Plato calls "diegesis").
Thus for Aristotle "diegesis" is one of the two modes of imitation whereas for Plato
"diegesis" is opposed to imitation. Modern critics would argue, in contrast to Aristotle,
that "mimesis" is a kind of "diegesis", i.e. that there are degrees of "telling".

Recent studies of the aspects of narrative structure involve works by the Anglo-

American school of criticism, the French Structuralists, the Russian Formalists and the

16McHale (1978: 258-9) has proposed a continuum of degrees of presentation based on the literary
categories of "mimesis” and "diegesis” by expanding Hernadi's typology of modes of poetic discourse,
i.e. "diegesis", "substitutionary narration", "mimesis”. His continuum, as he claims, has the advantage
of accounting for marginal categories of reported discourse since it includes the following modes: a)
Diegetic summary b) Summary less purely diegetic c) Indirect content-paraphrase d) Indirect discourse
mimetic tc; )some degree e) Free indirect discourse f) Direct discourse g) Free direct discourse (cf. Page,
1988: 31-5).
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German critics. It is impossible to refer to all of them in detail but we will mention the
most influential theories which are relevant to the scope of this thesis.

The long established distinction between direct and indirect presentation
reappears in the Anglo-American studies of the theory of narrative as the opposition
between "showing" (mimesis) and "telling" (diegesis). At the turn of the century the
problems arising from the relations between author, narrator and his subject-matter
seemed to be one of the novelists' main concerns.

Writers were dissatisfied with the mode of the omniscient narrator and they were
looking for new presentation techniques. Henry James provided a solution to this
problem by having the story perceived through the consciousness of one of his
characters in the third person rather than being told by an omniscient narrator (see
Wellek, 1966: 214). James's ideas, which appeared in his "Prefaces" (1907-1909),
were expanded by Beach (1918) and especially by Lubbock (1921). According to
Lubbock (1972: 62, orig. publ. 1921) fiction begins when "the novelist thinks of his
story as a matter to be shown, to be so exhibited that it will tell itself” (his italics). In
his discussion of Henry James's observations about "point of view" in fiction, he
makes a distinction between "scenic" and "panoramic" presentation.!? In "scenic"
presentation the story is presented in front of the reader whereas in "panoramic” it is
viewed from a height. Viewing a story through a character's consciousness in the
third-person is considered as an indirect way of presentation. However this method, as
Lubbock claims, has the advantage of creating a more dramatic effect than the direct
autobiographical first-person novel because it "places the thing itself in view, instead of
recalling and picturing it" (1972: 150).

Under the influence of the theory of point of view Friedman (1955: 1168),
another American critic, attempted to distinguish modes of transmission of the story. In
his classification of the point of view in fiction, however, he takes into account a

number of criteria (i.e. identity of the narrator, angle of presentation, amount of

17Lubbock’s terminology, as Pascal (1977: 7) observes is not very satisfactory because there is no
clear distinction between the author and the narrator.
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information, distance between the reader and the story). This variety of criteria is the
main reason why his typology does not appear very systematic (see Bal, 1985: 118).
Lubbock's emphasis on "showing" has been regarded as excessive by other
American critics and Booth's book "The Rhetoric of Fiction" (1968, orig. publ. 1961)
represents a return to the method of "telling”. "Showing", as Booth (1968) claims, is
not the only way an author can use to create the illusion of reality. The same effect can
be achieved with the accompanying disappearance of the author. Thus he distinguishes
among the various voices that speak in the novel. Booth's main contribution to the
literary theory is the distinction between implied and real author (1968: 155).
According to Booth the implied author is the implicit, second self that the real author
creates as he writes his novel. Consequently he should not be confused with the real
author.18 Booth also objects to the categorization of novels according to person. He
favours the opposition between dramatized and undramatized narrators, i.e. between
personalized and unpersonalized narrative form. Dramatized and undramatized
narrators can be found in both first and third-person narratives. The dramatized
narrator is different from the implied author that has created him although at times they
coincide, as for example in the case of omniscient third-person narration. In modern
fiction we have the reflectors "the third-person 'centers of consciousness' through
whom the authors have filtered their narratives" (1968: 153). Dramatized narrators can
be distinguished between observers and narrator agents on the basis of their
participation in the story. Observers and narrator agents can be further differentiated
between self-conscious narrators, who are aware of themselves as writers, and
narrators (or observers), who seem to be unaware of the fact that they are writing a
literary work. Narrators can also be classified into privileged and limited on the basis
of their extensive or limited knowledge of events. Finally a distinction of great

importance, also introduced by Booth, is between a reliable!? narrator "who speaks for

18Certain critics such as Fowler (1977: 79) and Lanser (1981: 49) do not agree with the complete
exclusion of the real author's presence because the concept of the implied author can be partly
constructed by what the reader knows about the real author.

19Stanzel (1978: 260) is contrary to Booth's application of the criterion of reliability to both teller-
characters (i.e. narrator characters) and reflector-characters. Reliability, as Stanzel remarks, should be
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or acts in accordance with the norms of the work" and an unreliable narrator who does
not conform with the implied author's norms (1968: 158). Booth's insistence on moral
norms is in accordance with his belief that the main purpose of the novel is to
communicate values. His emphasis on moral norms, however, has been considered as
unnecessary by other critics (see Chatman 1978: 149; Scholes 1974: 131; Bronzwaer
1978: 3). A further objection raised by critics (see Rimmon-Kenan 1983: 86-7; Bal
1985: 119) concerns Booth's treatment of the implied author as an anthropomorphic
entity, i.c. a personified self with a more superior intelligence and moral standards than
the real author. Rimmon-Kenan (1983: 88-9) favours Chatman's treatment of the
implied author as a voiceless construct? based on the text which can be inferred and
assembled by the reader. Another drawback of Booth's theory is his treatment of point
of view and of narration as identical phenomena, i.e. he regards the centre of
consciousness as narrator, which, as Genette (1980: 186) has pointed out, should not
be confused.

A new impetus to the literary theory or "poetics”, as it is called in a broad sense,
has also been given by the recent works of the French Structuralists (i.e. Barthes,
Todorov, Genette) and the Russian Formalists (i.e. Propp). According to formalists
and structuralists "poetics", which has its origins in Aristotle's "Poetics", is concerned
with a general theory of literary discourse, i.e. the intrinsic features of literary work2!
rather than the text itself, which is the common practice of many works of the Anglo—
American criticism, with the exception of Booth's "The Rhetoric of Fiction" (see

Todorov, 1982: 2). Therefore in structuralist approaches, as DoleZel remarks (1967:

reserved for the teller-characters because "the consciousness of reflector-characters can reveal different
degrees of lucidity or turbidness but strictly speaking not of reliability".

20Rimmon-Kenan (1983: 87-9) disagrees, however, with Chatman's inclusion of the implied author
and reader in his semiotic model of the participants in the narrative communicative situation. Since the
implied author is a construct, according to Chatman's definition, it would be a contradiction, observes
Rimmon-Kenan, to attribute to it the means of communication. Rimmon-Kenan proposes instead the
exclusion of the implied author and reader from the scheme and the inclusion of the narrator and the
narratee, which are optional for Chatman because he believes in non or minimally narrated stories, i.c.
he does not believe that there is always a teller in a story. Thus Rimmon in her conception of narrative
regards as important only four out of Chatman's six participants, i.e. the real author, the real reader,
the narrator and the narratee (see also Ferguson's objections to Chatman's scheme, 1970: 233).

211n this respect "poetics” is opposed to “criticism” which is "the maintenance of a dialogue between a
text and a psyche, conscious and/or unconscious, individual and/or collective, creative and/or receptive”
(Genette, 1982a: 9).
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542), the notion of the author and all the notions connected with it, i.e. author's intent,
impersonality, subjectivity, "telling" vs. "showing", are not dealt with.

Narratives, according to the structuralist theories, consist of two parts, i.e.
"histoire” (récit) and "discours”. "Histoire" consists of the narration of events in the
past while "discours" is concerned with the way "histoire" is communicated (i.e. the
act of enunciation). The distinction between these two modes of utterance was
introduced by Benveniste (1971: 206-9) and correlates, as Genette (1982b: 138)
observes, to the classical distinction between "mimesis" and "diegesis". The only
difference is that Benveniste's "discours" is inclusive of Aristotle's direct imitation,
which contains discourse that the poet or the narrator attributes to one of his characters.
Benveniste's definitions of "histoire" and "discours" are based on linguistic criteria.
Thus "discours" is marked by the presence of a pronoun "I" which employs "you", of
certain demonstratives, of adverbs such as "here", "now", "yesterday", "today",
"tomorrow" and of certain tenses which in French are the present, the present anterior,
and the future. "Histoire" is signalled by ihe use of third-person pronouns and of
tenses such as the aorist and the pluperfect. All these differences point to an opposition
between the subjectivity of "discours" (i.e. somebody speaks) and the objectivity of
"histoire" because, as Benveniste claims, no-one speaks but the events seem to relate
themselves. Genette (1982b: 140) argues that Benveniste's definitions of "discours"
and "histoire" are never to be found in their pure state in narrative texts because there is
always some "histoire” included in "discours" and vice versa. The difference is that
whereas "histoire” can become an element of "discours”, "discours" is always
discernible when inserted in "histoire". According to Genette, inclusion of
explanations, comparisons, adjectives which are a little more than descriptive,
irrespective of how discreet they are, point to a style which is different from that of the

"histoire". For that reason Genette and critics such as Todorov22 and Greimas prefer to

22Todorov's position that there is always a narrator in a text, though not always explicitly present, has
been rejected by Banfield (1973: 2), who along with Kuroda and Benveniste, supports the view that
there is a literary style in French and in English with no speaker or narrator, i.e. the so-called non-
reportive style. (See also Kuno's distinction between recollective and non-recollective sentences in the
non-reportive style, 1972: 184).
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talk about levels rather than modes. They make a distinction between the level of form,
which roughly correlates to "discours”, and the level of content, which roughly
corresponds to "histoire". "Discours" is inclusive not only of the narrative mode but
also of tone, perspective, ordering of events and of the relations existing between the
implied author and the reader.

Similarly the formalists distinguish in a narrative between "fabula" and "sjuZet".
Every narrative consists of two levels: the surface level (sjuZet), i.e. the verbal
representation of events in the text, and a deep level (fabula), i.e. the abstracted
chronological ordering of the events. The formalists have dealt more with the analysis
of simple narratives like folk stories where the two levels normally coincide. In modem
novels, where more complex structures are used, the reader has to deduce "fabula"
from "sjuZet". Although the French terms "histoire” and "discours" have originated
from the Russian terms "fabula" and "sjuZet", they are not identical to them?3,

Since the term "discours" seems to be ambiguous in that it embraces more
elements relative to the act of enunciation than "sjuZet" does, Genette (1980: 27) has
proposed the use of the term "récit" for the rendering of "sjuZet". Genette's
dissatisfaction with the binary opposition between "histoire” (deep structure) and
"discours" (surface structure) has made him suggest the tripartite distinction between
"récit", "histoire" and "narration". Genette has particularly emphasized the complexity
of the surface opposition since "discours" does not simply involve the ordering of
events but also includes other elements like "perspective", the relations between author
and reader, etc. and thus the need to distinguish between "narration” or "narrating”
(i.e. the act of story telling) and "narrative" (i.e. what is actually told). Consequently
he draws a distinction between "récit",24 i.e. the actual verbal representation in the text
or signifier (what the formalists call "sjuZet"), "histoire", the story itself or signified

(the formalists’ "fabula"), and the "act of narration” or "narrating".

23For the main differences between the French and the Russian terms see Rimmon (1976: 36, ff. 2).
240ne drawback of Genette's analysis, as Rimmon (1976: 60) notes, is the use of old, already

established terms to refer to his distinctions. For instance, what Genette calls "histoire", Barthes and
Bremond call "récit".



31

According to Genette "récit" is the only one of the three categories available for
purposes of textual analysis and it is through "récit" that we learn about its object (i.e.
histoire) and the agent who produces it (i.e. narration). On the other hand "récit"
cannot exist without the other two categories. There cannot be a narrative without
"histoire" (i.e. storytelling), neither can be a "discours" without "narration" (i.e.
without being uttered by somebody).

"Récit" consists of three aspects: "time", "mode" and "voice". Although a few
things will be said about "time", "mode" and "voice" will be examined in greater detail
because they are directly related to our analysis of fictional devices.

"Time" refers to the relations between the time of "histoire” and the (pseudo)time
of "récit". The latter is (pseudo)time because the only temporality that the narrative text
possesses is the one connected with the time it takes to be read. The relations between
the time of "histoire” and the (pseudo)time of "récit" are underlined by three factors:
order, duration and frequency.

"Mode" refers to the relations between "récit" and "histoire" since it deals with
the different possibilities and angles of mimetic narrative representation. It includes an
aspect of what the Anglo-American criticism refers to as "point of view" (i.e. vision)
and also the dichotomy between "showing" and "telling". By separating "voice" from
"mode" Genette breaks the concept of point of view in half. Narrative information is
governed by two modalities, "distance” and "perspective”. In his analysis of "distance”
Genette, in reference to Plato's distinction between "mimesis" and "diegesis" (i.e.
between perfect and imperfect imitation) and the Anglo-American opposition between
"showing" and "telling", remarks that one can only talk about imperfect imitation
because perfect imitation no longer constitutes an imitation but it is the thing itself.
Narratives can be expressed only in language. Since language, however, can only
signify without imitating, narratives cannot imitate or show but simply create an

illusion of "mimesis".25

251n contrast to Genette, who considers "diegesis” and "mimesis" as two ways of perceiving and
includes them in his section of mode, Rimmon-Kenan (1983: 140-1, ff. 2) treats them as two narrating
ways. According to Rimmon perceptions are one of the objects of narration.
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Thus "mimesis" for Genette is only "diegesis" (i.e. only telling) in its broad
sense. Accordingly he differentiates between different degrees of "diegesis" (telling)
rather than between "mimesis” and "diegesis". He rephrases the dichotomy between
"mimesis" and "diegesis" as the opposition between "récit d' événements" (narrative of
events) and "récit de paroles" (narrative of speech) (op. cit., 164). The narrative of
events, however, cannot be treated as an independent mode because its definition is
closely related firstly to the quantity of information, which is a result of a temporal
factor, and secondly to the degrees of the narrator's perceptibility, which are an aspect
of "voice". This leaves us with the second kind of imitation, the narrative of speech.
Although language, as Genette states, cannot recopy the characters' utterances as they
appeared in reality, it can report them. According to Genette (op. cit.,170) there are
three ways of reporting a character's actual or inner speech:

a) imitated or reported discourse

b) narrativized discourse and

¢) transposed discourse.

These three types of discourse indicate different degrees of distancing from the
words actually uttered. The imitated discourse is the most mimetic26 form of the three.
Narrativized, on the other hand, is the least mimetic whereas transposed is of
intermediary degree.

"Perspective” is the second modality that Genette (op. cit., 186) deals with in his
section of mode. He notes that most of the point of view theories (i.e. Warren,
Booth?7, Friedman, Stanzel28, Romberg) tend to confuse questions of "mode"

(seeing) with "voice" (speaking). Thus Genette differentiates between "focalization",

261n the imitated discourse the narrator allows the character's specch to be heard while narrativized
involves the narrator's summing up of a character’s speech. Finally in transposed discourse the narrator
assumes the character's discourse but again there is no guarantee of faithfulness to the actual words
ken (Genette, 1980: 171-3).

27Booth in the second edition of his book "The Rhetoric of fiction" attributes Genette's criticism of
his position to Genette's false equation of his "showing” vs. "telling” to "mimesis" vs. "diegesis”
(1983: 438, ff. 16).

28Cohn (1981: 158) points out that Stanzel's three types of narrative mediacy have been mistakenly
equated with three different points of view which has led critics to criticize Stanzel for confusing
"vision" with "voice". Stanzel's types are ideal ones and each of them is distinguished from the other

two by a number of distinguishing features, i.e. the categories of Mode, Person and Perspective, which
refer to the form that mediacy can take.
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the term he prefers to the French "vision" and the American "point of view", and
narration. There is no need for "focalization" and "narration" to be attributed to the
same narrative agent although in third-person omniscient narration the narrator tends
both to tell and to view the events. In third-person centre of consciousness narratives
the focalizer is the centre of the consciousness whereas the narrator is the third-person
narrating voice. For Genette the difference between a third-person and a first-person
narrative lies in the identity of the narrator. As far as "focalization" is concerned they
are the same because in both the focalizer is a character in the fictional world. There are
cases, however, in which the focalizer and the narrator coincide (i.e. third-person
omniscient narration). Theories of point of view tend to overlook the fact that in first-
person retrospective narratives focus and voice are different and that the focalizer and
the narrator should be kept apart. Within the same character there is the experiencing
self in the past (i.e. the focus) and the narrating self (i.e. the voice) which narrates
these experiences in the present. Narrating and experiencing self differ in their function
and their amount of knowledge. Focus on the experiencing self in the past limits the
point of view of the narrator whose knowledge at present is wider than his past self.
Focalization?? can change throughout the narrative and different characters can alternate
as focalizers30, Hence in Genette's analysis the aspect of point of view is broken in
half by the separation of "mode" (i.e. focalization) from "voice" (narration). There is a
great difference between "mode” and "voice" but, as Scholes (1974: 166-7) observes,

in traditional criticism this difference had been blurred by the classification of the point

29Genette (1980: 189-190) differentiates between three kinds of focalization:

a) a non-focalized récit (i.e. zero degree of focalization which corresponds to the traditional omniscient
narrative).

b) an internally focalized récit corresponding to a restricted point of view. It can be of three kinds, i.e.
fixed, multiple or variable and '

¢) an externally focalized récit in which all observations are external and emotions are inferred from
them (e.g. Heminway's "Killers").

His classification of récits, however, is inconsistent with the criteria he uses. Whereas his distinction
between non-focalized and internally focalized récit is based on the focalizer's position, his
differentiation between internally and externally focalized récit is determined by the position of the
focalized object (see Bal, quoted in Rimmon-Kenan, 1983: 138-9, ff. 6).

30Bal (1985: 106) has shown that focalization consists both of a subject (i.e. the focalizer) and an
object (i.e the focalized object). The latter is equally important because it can inform us about the
focalizer and the object itself, which can be either a character or an object, or a landscape, or an event.
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of view either according to speech (i.e. first/third person) or according to vision (i.e.
limited/omniscient).

"Voice" in Genette's scheme is defined to refer to the relations between narrating
(i.e. narrative enunciating) and its subject. The subject is "not only the person who
carries out or submits to the action, but also the person (the same one or another) who
reports it, and, if need be, all those people who participate even though passively, in
this narrating activity" (1980: 213). Genette remarks that the autonomy and specificity
of this category have not been recognized because of the critics' tendency to reduce
questions of "voice" to questions of "point of view" and to identify them with the
instance of writing, thus confusing the narrator with the author and the narratee (i.e.
the addressee of the narrative) with the reader. Such confusion could be avoided if it
was made clear that the narrator3! is always fictive even when he expresses the real
author's opinions.

In the category of "voice" Genette discusses narrative levels and also the
presence of narrators and narratees in each level. He distinguishes three levels: the
extradiegetic, the (intra)diegetic and the metadiegetic.32

The extradiegetic level is external to the primary fictional events and it deals with
their narration. The (intra)diegetic level consists of events narrated in the first narrative
whereas the metadiegetic level contains events narrated in a narrative within a narrative.

In his discussion of narrative voice, Genette regards the classification of
narrators according to person as inappropriate for two reasons. In a non-grammatical
sense, a narrator in a narrative can only be in the first person in the same way that the
subject of an enunciation can only be found in the first person. From a grammatical
point of view the first person form can point to either the narrator, in reference to

himself as narrator, or to the identity between the narrator and one of the characters in

31Genette (1980: 217) has also emphasized the importance of the temporal determination of
"narration”, especially in relation to "histoire”. In this sense he recognizes four types of narrating:

a) subsequent, i.e. the most frequent past tense narrative in which narrating is ulterior to events.

b) prior, i.e. predictive narrative usually in the future tense.

¢) simultaneous in which there is contemporaneity of the narrating in the present tense with the action.
d) interpolated, i.e. taking place between the moments of action.

32Rimmon-l§enan (1983: 140, {f. 7) prefers Bal's "hypodiegetic” to Genette's "metadiegetic” because
of the opposite meaning of "meta” in logic and linguistics (i.e. it means a level above and not below).
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the fictional world. Definitions of first-person narration usually take into account the
latter case, ignoring the first. Since in Genette's analysis a narrator, who narrates his
story in the third person, is a first-person narrator, selection of either of the two forms
involves a choice between two different narrative attitudes rather than between two
grammatical forms. Thus in terms of narrative attitude Genette distinguishes two kinds
of récit:

a) the récit with the heterodiegetic narrator who is not a participant in the story he

narrates and

b) the récit with the homodiegetic narrator who participates in the story he

narrates.

The homodiegetic narrator can be either a protagonist narrator (i.e. an
autodiegetic narrator) or a witness narrator (i.e. an observer). The narrative voices that
result from a combination of the narrative levels with the different types of narrators
are:

a) extradiegetic-heterodiegetic: corresponds to the authorial omniscient narrator.

b) extradiegetic-homodiegetic: corresponds to the first-person retrospective

narration with the narrating self being extradiegetic and the past experiencing
self being intradiegetic.

c) intradiegetic-heterodiegetic: a fictional narrator who recounts33 events in

which he does not take part.

d) intradiegetic-homodiegetic: a fictional narrator who recounts his own story.

Genette is also concerned with the notion of the narratee whose important role34
in narrative has only recently been recognized. The narratee, i.e. the addressee of the
narrative discourse, should not be confused with the implied reader. The latter
constitutes the audience of the implied author and like the narrator it can be inferred
from the entire text (see Iser, 1978: 38). The narratee, on the other hand, is the

audience of the narrator and to thus a purely textual construct (see Prince, 1980: 9).

33The narrator’s discours_e., as Genette (1980: 255-9) states, is not restricted only to the narrative
function. It has other additional functions, i.e. an organizational function, a communication function
etc.

34For an account of the functions of the narratee in a narrative see Prince (1980: 23).
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Narratees, like their narrators (i.e. the addressers of the narrative discourse), are
situated at the narrative level. Genette distinguishes between an extradiegetic narratee,
that is an external narratee that can be addressed directly by an extradiegetic narrator,33
and an intradiegetic narratee, i.e. a fictional character in the narrative being addressed
by an intradiegetic narrator. In the same way that a narrative may contain both an
extradiegetic and an intradiegetic narrator it may also include both an extradiegetic and
an intradiegetic narratee. Genette, however, excludes from his analysis the notion of
the implied author. Rimmon (1976: 58) has pointed out that the omission of the implied
author falsifies partly the symmetry between the extradiegetic narrator and the
extradiegetic narratee or implied reader. Unlike the extradiegetic narrator, who is a
voice in the text, the implied reader like the implied author is a concept that can be
mentally inferred and assembled by the text. Thus without the implied author it is
difficult, as Rimmon36 notes, to analyse the "norms" of the text, especially when they
differ from those of the narrator.

Genette's book "Figures III" is undoubtedly one of the most important studies of
the theory of narrative structure. The co-existence of "poetics" and "criticism" in his
work, without their subordination to each other, differentiates it from the structuralist
background. The co-occurrence of "poetics” and “criticism" in his book coincides with
the distinction between "langue” (i.e. the system of language all users share) and
“parole” (i.. the individual execution) or as Booth (1983: 439) puts it "how story is
transformed into narrative”. In addition, his book contributes to the systematization and
definition of concepts, terms and phenomena characteristic of fictional writing (i.e. the
distinction between focalization and voice).

A flood of very interesting work on the mediation of narrative comes from

Germany. Although the German tradition37 on narrative is the oldest, German studies

35Chatman (1978: 255) has shown that narratees, like narrators, can be covert/overt or
reliable/unreliable.

36Rimmon, however, retracts part of her criticism in a later article quite unnecessarily, as Bronzwacr
(1978: 17, ff. 2) remarks, because the extradiegetic narratee, standing between the "implied reader” and
"diegesis", is as necessary as the extradiegetic narrator who occupies a mid position between the
“implied author” and "diegesis" irrespective of the fact that the narrator can sometimes coincide with
the "implied author™,

37For a review of German studies see Bonheim (1982: 1-17) and Stanzel (1984: 13-6).
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did not have an impact on the Anglo-American criticism or the French structuralism
because they were unknown abroad and remained untranslated. The most well-known
studies abroad are the ones by Hamburger and Stanzel which have been translated into
English.

For Hamburger (1973: 82) the representation of a character's inner states is the
marker that sets fiction apart from reality. There are certain language patterns which are
characteristic of fiction and they are related to the presence of fictional characters within
the text. Hamburger has emphasized, for instance, the different function of the epic
preterite in fiction and non-fiction. In her theory the epic preterite is not only the
defining marker of narration but also the feature that differentiates fiction from non-
fiction. Starting from this position she goes on to classify literary works in terms of a
logical distinction between different kinds of "origines". According to her theory any
work of literature consists of an utterance of an "I", i.e. a speaking subject.
Accordingly she differentiates between three "I-s": a lyrical "I", an historical "I" and an
epic "I". In her classification genres, which used to be treated as separate, are now
grouped under these headings. All third-person novels, dramas, films are considered
as fictional and fall under the category of the epic "I". First-person novels along with
the lyric poem are not regarded as truly fictional. Hamburger maintains that genuine
narration occurs only in the first-person novel in which there is a personalized narrator.
Third-person narratives are considered as an impersonal representation. For that reason
she has replaced the concept of the narrator with the concept of the narrative function in
third-person narration. Many critics have objected to Hamburger's claim that there is
no narrator in the third-person novel. In addition, Stanzel (1984: 17-18) has pointed
out that the concept of narrative function belongs to the deep structure whereas the
concept of personalized narrator to the surface structure. Thus the argument moves
from the deep structure to that of the surface structure. Stanzel argues that the two
structures should be kept separate. According to Hamburger, in fictional narrative the
epic preterite loses its function of denoting pastness because "that which is narrated is

referred not to a real I-origo but rather to fictive I-origines, and is therefore itself

UNIVERSITY
UBRARY
LEEDS



38

fictive" (1973: 73). This, however, does not imply that the events are experienced by
the reader as present. The epic preterite38 is atemporal. This atemporality of the epic
preterite in fiction is reinforced both grammatically and epistemologically. The co-
occurrence of the epic preterite with temporal3? deictic adverbs referring to any time-
sphere (e.g. "now", "yesterday", "tomorrow", "once" etc.) constitute the grammatical
proof, whereas the appearance of the epic preterite with verbs of inner action such as
think, believe, feel, hope etc., constitutes the epistemological proof. On the other hand,
in the first-person novel the epic preterite is no longer epic. It fulfils its genuine
function of expressing pastness. It indicates that what is being related is past and as
such belongs to the category of discourse. Hamburger's recognition of the central
position that the epic preterite occupies in fiction4? is undoubtedly important.
However, her logical approach, as Bronzwaer (1970: 43) notes, is based on inadequate
linguistic evidence. Although Hamburger, Bronzwaer continues, has recognized the
difference between the epic-I of third-person novels and the narrator-I of first-person
novels she fails to examine how the linguistic behaviour of the preterite in first-person
novels differs from that of the preterite in third-person novels. Thus the exclusion of
the first-person novel from the fictional sphere and her failure to realize the role of FID
in fiction lead to an oversimplification of the problems of time and tense.

Another study of the narrative mediation, which will conclude this review, is
Stanzel's. Stanzel (1984: 4-5) attempts to construct a typology of different forms of

narrative transmission or mediacy as he calls it. He distinguishes three narrative

38pascal (1962: 11) observes that classification of literary works on the grounds of tense creates more
problems than it solves because it oversimplifies the varieties of illusion which are possible in a
novel.

39The co-occurrence of the epic preterite with present time deictics is considered by Hamburger as a
signal of fictionality. Stanzel (1984: 219), on the other hand, interprets it as an indicator of FID
whereas Bronzwaer (1978: 4-5) as a "macrostructural articulator that subdivides the text into segments
answering to episodes on a more abstract or deeper level”,

40Banfield (1982: 143) has reconciled the positions held by Hamburger and Benveniste by redefining
the system of narration. In her theory narrative fiction contains two mutually exclusive sentences, the
sentences of pure narration and the sentences of represented consciousness. The latter consist of the
sentences of non-reflective and reflective consciousness. The sentences of non-reflective consciousness
are considered as narratorless. In this sense Banfield's theory competes with the dual voice theory,
which sets up against the speakerlessness of sentences with a third-person self, a kind of narrating
sentences in which there is a blending of the character's and the narrator's points of view (cf. Pascal,
1977).
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situations (i.e. authorial, figural and first-person). In his circular model these three
narrative situations are conceived as ideal types and therefore they are not prescriptive.
Literary critics, however, have falsely equated Stanzel's narrative situations with the
concept of point of view and have criticized him for confusing "vision" with "voice"
(see Cohn, 1981: 158). Each of these narrative situations is differentiated from the
other two by a number of distinctive features which in Stanzel's new "Theorie", i.e.
the modified version of his original theory, are clearly referred to as "person”,
"perspective” and "mode"” (op. cit., 51). In each of these situations a different category
is prevalent (i.e. "person" in first-person narration," "perspective" in authorial, "mode”
in figural narration). The category of person refers to the identity or non-identity of the
worlds of the narrator and the fictional characters. According to Stanzel (1984: 90)
these terms correlate to the confusing terms of first/third-person narration. In first-
person narration, the narrator is part of the same world as the fictional characters and
thus mediacy belongs to the fictional realm. In third-person narration, on the other
hand, the two worlds are separate.

"Perspective" can be either internal or external. In authorial narration, mediacy is
from an external "perspective" because the narrator does not belong to the fictional
world. This distinction largely coincides, without however being identical, to the
traditional opposition between omniscience and limited point of view. Stanzel
differentiates between "perspective" and "view". "Perspective” is used to refer to
space, i.e. the representation of the outer world, whereas "view" is reserved for the
psyche, i.e. the rendering of inner life. In the same way that "perspective" can be
external or internal, "view" can also be outside or inside. Cohn (1981: 178), however,
objects to Stanzel's correlation of the two kinds of "view" with different techniques for
the rendering of consciousness, i.e. the association of the inside view with monologue
and of the outside view with thought report. For Cohn4! all three techniques for the
representation of consciousness, i.e. psycho-narration (thought report), quoted

monologue (interior monologue) and narrated monologue (FID), can combine in both

41For a comparison of Stanzel's and Genette's systems and amendments to the former see Cohn (1981:
157-82).
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authorial and figural narration. Their predominance in different texts is indicative of
either dissonant (i.e. authorial) or consonant (i.e. figural) narration.

"Mode" is related to the transmission by a teller character or a reflector
character.42 This distinction partly covers the opposition between "telling" and
"showing". In a figural narrative situation, for example, a reflector narrator has
replaced the mediating narrator since feelings, thoughts and perceptions are presented
through his consciousness. This creates the impression of direct presentation or as
Stanzel (1984: 51) puts it "the illusion of immediacy is superimposed over mediacy".

Stanzel's theory merits consideration because of the numerous concrete examples
included in the formulation of his theory.

In conclusion, our aim in this section has been to clarify many areas of the
structure of narrative before proceeding with the identification of fictional techniques in
M.G. narratives. The foregoing review of the most important studies of narrative
theory has established that the implied author should not be confused with the real
author. The implied author is also different from the narrator although it is possible to
combine in third-person omniscient narration. In spite of the fact that it is more correct
to treat the implied author as a mental concept inferred from the text rather than as an
anthropomorphic entity and the narrator as "a function and not a person" (Bal, 1985:
119), for grammatical convenience we will continue to refer to them as "he" rather than
as "it".

Concerning "mimesis" and "diegesis" we will agree with Genette and the
structuralists that we should talk about degrees of "diegesis" (telling) rather than
"mimesis" because there is always a teller in a story no matter how discreet his
presence is. However, the narrating voice, as Genette (1980: 186) rightly remarks,
should not be confused with focalization although, in certain cases such as third-person
omniscient narration, the two can coincide. The degree of the narrator's perceptibility
in a text can range from maximum covertness t0 maximum overtness. The terms

"covertness" and "overtness" belong to Chatman (1978: 197), who claims that the

42The opposition between reflectors and tellers corresponds to Dolezel's (1973: 15-6) linguistic
distinction between texts with a speaker and texts without a speaker.
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degree of the narrator's audibility determines different types of narration, i.e. non or
minimally mediated, covert and overt narration. Non or minimally mediated stories are
characterized by pure records of a character's speech and thought. Consequently
Chatman's belief in non mediated stories brings him closer to scholars such as
Hamburger and Banfield. Rimmon-Kenan (1983: 88-9), on the other hand, who
believes that there is always a teller in a tale, in the sense that every utterance or report
of an utterance presupposes a speaker, prefers distinguishing between degrees of the
narrator's perceptibility rather than between absent and present narrators, as Chatman
does. Therefore she places Chatman's non narrated stories under the category of covert
narration. The narrator's degree of covertness or overtness is closely associated with
the techniques used for the characters' representation of speech and thought. Thus
following Rimmon-Kenan's propositions, in the next three chapters we will examine
speech and thought presentation techniques which range from greater overtness of the
narrator to complete covertness. Our illustrations will be taken from first and third-
person authorial (i.e. narrator dominant) and figural (i.e. reflector dominant)
narratives. First-person narratives will be treated as fictional in accordance with
Bronzwaer's and Stanzel's theories. In retrospective first-person narratives, we will
use the terms experiencing self and narrating self to refer to the focalizer and the
narrator respectively.

In the next section we will consider briefly one of the modes of speech and
thought presentation, i.e. FID, which since its identification at the end of the nineteenth

century has been the object of much discussion.

1.4. Free Indirect Discourse in general

In this section attention will be paid to the technique which occupies an
intermediate position between direct and indirect speech and thought, namely FID, also

known as "style indirect libre".
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“Style indirect libre", since its appearance at the turn of the century, has given
rise to a variety of studies and has been the object of controversy. This is due to the
fact that FID has been seen as both a grammatical and literary phenomenon and as such
it has been analysed not only by linguists but also by literary critics. Consequently a
number of different terms43, i.e. "verschleierte Rede" (Kalepky), "style indirect libre"
(Bally), "erlebte Rede" (Lorck), "uneigentliche direkte Rede" (Lerch), have been
coined to describe this phenomenon. All the terms proposed correspond to the different
angles from which FID is viewed by linguists and literary critics and the features that
each of them considers as important for its identification. Modem critics prefer to use
either one of the already established terms (e.g. "quasi-direct” by Coulmas following
Volosinov who adopted Lerch's term) or to create their own terms (e.g. "narrated
monologue” by Cohn). We will use the term FID (Free Indirect Discourse) after
McHale (1978: 250) to refer to the mode of "style indirect libre". McHale's FID is a
modification of Pascal's term "free indirect speech” in which McHale has replaced
speech with discourse because according to Pascal's definition speech refers to a mode
of discourse and not to the actual spoken language44 (1977: 32). "Free", on the other
hand, is used by Pascal in a broader sense than Bally's use of the term "free", which
denoted freedom from subordination, to refer to "liberties - in the relation of the
statement to the fictional character and narrator, in the tense system, in the language, in
the word-order" (Pascal, op. cit., 31). "Indirect” is used to refer to the presence of
both a narrator and a character. Another advantage of McHale's term is that it does not

include an explicit reference to speech and it is not as misleading as other terms which

43For a detailed historical and recent review of FID consult the following bibliography: a) Lethcoe
(1969: 12-53), b) Volosinov (1973: 141-54), ¢) Pascal (1977: 8-32), d) McHale (1978: 249-88).

441n contrast to some early discourse analysts and Coulthard (1985: 3), who reserve the term discourse
for spoken communication only, following Austin (1962: 99) and Searle (1969: 23), whose speech act
theory focuses on the illocutionary force of sentences (i.e. on their role in a communicative situation),
the term is now used in a broad sense to include all the aspects of the context of communication, that
is it refers not only to the message, written or spoken, but also to the relations between addressers and
addressees (see Chatman, 1978: 19; McHale, 1978: 250; Leech and Short, 1981: 257). Modem
theorists (i.e. Pratt, 1977: 96) also recognize the illocutionary force of literary discourse contrary to
some early theorists (i.e. Ohmann, 1971: 14) who, by following Austin, dcfine literary language as a
quasi-speech act with no communicative function.
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are suggestive of speech, i.e. narrated speech, represented speech etc. (see Bonheim,
1982: 53).

McHale's term is inclusive of both speech and thought but we will use it as a
general term to refer to the phenomenon of FID and we will further distinguish
between FIS (Free Indirect Speech) and FIT (Free Indirect Thought). FIT refers not
only to thought presentation but also to the rendering of other kinds of consciousness.

The distinction between FIS and FIT, and in general between speech and thought
modes, has been proposed by Leech and Short (1981: 318) on the grounds that
although speech and thought modes are the same and they are differentiated in similar
ways "some of their effects are not". Likewise other critics seem to favour the
separation of modes of speech and thought presentation. Bonheim (1982: 51) believes
that modes of speech and thought should be treated separately for the following
reasons: firstly because they are different modes of expression and as such they have
been exploited in a variety of ways by authors and secondly because the identification
and categorization of each mode display different problems. Chatman (1975: 229) also
claims, that speech and thought are different actions in fiction. As we have already
mentioned, Chatman differentiates between types of narrative transmission on the basis
of the narrator's presence or absence in the text (i.e. non or minimally mediated
narration, covert narration, overt narration) and then identifies the techniques employed
in each type of narration. Non mediated narration, for instance, is characterized by pure
speech (i.e. dramatic monologue) and thought records (i.e. interior monologue).

Despite the variety of the terms used for the description of FID, commentators on
FID agree that it can be recognized through the use of certain indicators. However,
their accounts of the perceptibility of FID differ in terms of the indices they consider as
decisive for the identification of this phenomenon in a narrative context. Most analyses
are primarily or solely based either on grammatical or contextual markers and
consequently "fail to capture the full implications of an approach based on categories of
literary representation instead of grammatical categories" (McHale, 1978: 269). For

this reason McHale has suggested an approach which takes into account not only
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syntactical or contextual indices but also formal (i.e. the character's idiom, register)
and semantic ones (i.e. the "content" of the character's utterance as opposed to the
narrator's).

In the analysis we will also consider a number of different indices for the
identification of FID because, as Lethcoe (1969: 125) has pointed out, these indices
usually create the impression of FID by appearing in clusters. Lethcoe in his
descriptive analysis has identified two broad categories of signals that help to
differentiate FID from narration, i.e. contextual and linguistic. The latter belong to the
three linguistic levels of grammar, lexis and graphology. Similarly our analysis will be
based on both contextual and linguistic indicators.

Before proceeding with the categorization of speech and thought modes we will

look briefly at critics' attempts to define modes of consciousness.
1.5. Review of consciousness modes

This section will be devoted to the various attempts that have been made to
identify and name consciousness techniques.

The problem of depicting a character's inner world has been novelists' main
preoccupation for a long time. Traditional novelists tried to present the inner state of a
character's mind by employing soliloquies and indirect reports. Bdth of these
techniques, however, could not convey to the reader the "inchoatness and intermittent
irrelevance of many states of consciousness... or the simultaneity of reaction between
external circumstance and inward reflection" (Spencer, 1965: 33). Soliloquies, as
Spencer remarks, were presented as rationally ordered speech,43 often introduced with
a phrase such as "he thought to himself", while the reader expected a representation of
the inner workings of a mind in the way they occur, i.e. in an illogical, anarchic form.

Soliloquies, mainly techniques used in drama, can suggest in their extended form a

45Chatman (1975: 248) observes that soliloquies can only appear in a tagged form such as "he said",
never in a free one, because they have to be unmistakably recognized as speech rather than thought.



45

high degree of a rationalizing self (Pascal, 1977: 2-3). Indirect reports, on the other
hand, lacked immediacy.

Thus the main tendency in the nineteenth century, as Edel (1955: 19) observes,
was to report rather than render subjective states in a novel. In contrast novelists of
modern psychological novels seek to reproduce the characters' consciousness and to
involve the reader directly by making him experience what is happening in the
characters' mind. Modern novelists, being dissatisfied with the existing techniques,
were experimenting with new ones for the representation of their characters' flow of
consciousness. Since, in actuality, only part of this flux is verbalized, writers are
limited to simulating the flow of the multi-dimensional consciousness by using the only
medium they have at their disposal, i.e. language, rather than give an exact replica of
what goes on in the mind (Steinberg, 1960: 433).

The modern novelists' attempt to bring the subconscious into the foreground
coincided with W. James's use of the term "stream of consciousness" in his
"Principles of Psychology" for the description of the random flow of conscious and
subconscious thoughts and impressions of the mind (1907: 239, orig. publ. 1890).
Hence the term "stream of consciousness" was employed to refer to works of such
modern novelists as Joyce, Richardson, Proust, Woolf, Faulkner, in which
focalization is internal and subjective as it is perceived through the main character’s
consciousness. At the same time, i.e. in the 1920s, the term “interior monologue" was
also circulating and was used at first interchangeably with the term “stream of
consciousness”. Critics' opinion about the introduction of the technique is diversified
between Richardson, Joyce and Dujardin. Joyce claimed to have inherited the
technique from Dujardin, whose novel Les Lauriers sont coupés has been credited by
Joyce principally as a pioneering example of the "stream of consciousness" technique.
The technique was adopted and further developed by modern novelists. Dujardin,
however, does not seem to be the first to have used "interior monologue". Struve
(1954), in his discussion of the origins of "interior monologue", notes that the first to

conceive of "interior monologue”, as it is used in its modern sense, was the Russian
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critic Chernyshevsky. In analysing the techniques that Tolstoy used in his novels,
Chernyshevsky discerned and invented the term "interior monologue" to refer to a
novel device that would enlarge the scope of psychological novels because of the
presentation "of half-ridden psychic processes, of the abrupt transition from one
thought or emotion to another, presented in the form of a character's unspoken
monologue” (1954: 1106-7). Although it cannot be said for certain, as Struve remarks,
that Tolstoy was the first to invent "interior monologue", it seems that he was the first
who used it consciously and extensively.

As we have mentioned before the terms "stream of consciousness" and “interior
monologue” were used synonymously to refer to inner representation. Dujardin
attempted a definition of "interior monologue" as the mode for the "direct introduction
of the reader into the interior life of the characters, without any interventions in the way
of explanation or commentary on the part of the author..." and as "the expression of
the most intimate thoughts, those which lie nearest the unconscious" (quoted in Wellek
and Warren, 1961: 233). Dujardin's definition has been considered as confusing and
inaccurate by a number of critics (see Bowling, 1950: 335; Humphrey, 1954: 24) who,
in later discussions, differentiate between "interior monologue" and "stream of

consciousness".

Bowling (1950: 345), for instance, distinguishes between "stream of
consciousness", "interior monologue” and "internal analysis". He defines "stream of
consciousness” as the mode which gives a direct quotation of a character's mind drawn
from the whole consciousness and not only from the language area. If, however, the
author restricts this direct quotation to that level of consciousness nearest ordinary
speech in which thoughts are formulated into language, the term "stream of
consciousness” can still apply, although it would be more correct to use the term
"interior monologue” for the depiction of verbalized thoughts, and "stream of
consciousness” for sense impressions which are unarticulated. If the author, on the

other hand, does not introduce us directly into a character's inner mind but intervenes

to analyse, comment or explain, then argues Bowling, he employs "the internal
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analysis" technique because he makes an indirect statement about the character's
consciousness. Chatman (1978: 187-8) objects to the restriction of "interior
monologue" to cognitions. According to Chatman "interior monologue" consists of the
enactment of both cognitions (which can be verbalized) and perceptions (which are
unverbalized). The latter, however, can be transformed into language by means of
"interior monologue". Thus Chatman maintains Bowling's distinctions but in a
reversed form. He uses "interior monologue” as a class term and he further subdivides
between conceptual and perceptual "interior monologue"”. He reserves the term "stream
of consciousness” for "the random ordering of thoughts and impressions” (1978: 188).

Humphrey (1954: 3), another critic, has stressed that "interior monologue"
should not be confused with the term "stream of consciousness”. For Humphrey,
consciousness consists of pre-speech level and speech level mental processes. Pre-
speech level processes, contrary to speech level processes, are not logically ordered or
rationally controlled and they cannot be verbalized. He distinguishes four basic
techniques (op. cit., 23) for the representation of consciousness. The first technique is
"interior monologue" which is employed for representing the contents and processes of
consciousness. It can be partly or completely unverbalized because it renders
consciousness in its inchoate stage before it is formulated for speech. There are two
types of "interior monologue”, direct and indirect. In "direct interior monologue"
consciousness is presented to the reader directly with little or no authorial interference
and without the assumption of an auditor. "Indirect interior monologue" is presented in
the second or in the third person and the author is present to guide the reader with
description and commentary. This is the main characteristic that distinguishes it from
"direct interior monologue”. At the same time it maintains the main aspect of "interior
monologue", that is presentation of a character's consciousness is direct because of the
use of the character's idiom and of the peculiarities of his psychic processes. Cohn
(1966: 103) rightly remarks that Humphrey's "indirect interior monologue"” can be
equated with her "narrated monologue", the term she reserves for FID. Yet, Humphrey

does not seem to have realized that. This is obvious, Cohn continues, from his
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definition of the technique which, according to Cohn, is misleading because
representation of a character's thoughts in the third-person cannot be as direct as direct
quotation itself. But neither is it indirect because there are no expressions of reporting
in the text.

The other two techniques that Humphrey distinguishes are "soliloquy" and
"omniscient description”. "Soliloquy" renders the context and processes of a
character's psyche directly to the reader without the author being present but with the
tacit assumption of an audience. For that reason it can represent only that level of
consciousness which is close to the surface. Finally in "omniscient description” the
material is reported from an outside omniscient point of view.

Bowling's and Humphrey's emphasis on the psychological aspect of "the stream
of consciousness" techniques has been objected to by other critics. Kumar (1962: 7)
considers Humphrey's approach to be mechanist and he looks at the technique from a
special point of view by using Bergson's philosophical theory of the durational flux,
i.e. the idea of change underlying all experience. Bergson's philosophy brings him
very close to modem writers who are trying to watch and record the present moment
by rendering thoughts as they pass through a character's mind. Thus they attempt to
portray personality in its flow through time, i.e. the fundamental self, in contrast to the
traditional writers who ignore the fundamental self for the conventional ego "which is a
mere conglomeration of perceptions, memories, tendencies and motor habits laid out in
a clearly demarcated spatial or chronological sequence" (1962: 25). Stream of
consciousness novelists such as Richardson, Joyce, Woolf, as Kumar (op. cit., 34)
has shown, use all kinds of linguistic devices that is parentheses, prepositional use of
particles, dots etc. to establish the continuity of the durational flux. Bergson's
influence can also be traced in the works of M.G. authors of the 1930s (see Vitti,
1979: 117).

The emphasis on the psychological aspect of the technique by Bowling has also
been criticized by King (1953: 126). King supports the view that more attention should

be paid to the literary aspect of the technique since it is almost impossible to draw a
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distinction between speech level and pre-speech level. Nevertheless, it is possible to
differentiate between the character's and the author's style because what really matters
"is not whether non-language material is put into words (the author does that!) but
whether the words are possible for the character involved" (op. cit., 126). Therefore
King objects to Bowling's definition of "stream of consciousness" as a technique46,
He considers stream of consciousness as the term used to characterize this
phenomenon. The same term can also be applied to the description of the genre that
deals with this phenomenon. In this respect various techniques can be used to present
stream of consciousness, interior monologue being one of them.

Bickerton (1967: 230) has attempted formal rather than conceptual definitions of
the modes of inner representation by combining Humphrey's four conceptual "stream
of consciousness” techniques with Gregory's four modes of speech presentation. His
- use of formal criteria is in accordance with his claim that an author's choice of modes
determines his viewpoint, and vice versa, unlike the conceptual definitions in which
presentation methods are viewed "as variations in the author's viewpoint rather than as
varying selections of language” (1967: 230-1). According to Bickerton's definitions,
soliloquy is inner speech presented in direct speech, omniscient description is
expressed in indirect speech, indirect interior monologue in free indirect speech and
direct interior monologue in free direct speech. Although there might be intermingling
of these modes?? in a single passage, the modes themselves are distinct because, as
Bickerton claims, a particular sentence can be attributed to one or the other mode. A
sentence of soliloquy, for example, is never found in indirect speech.

A very interesting analysis of the techniques employed for the rendering of
consciousness is Cohn's (1978: 15) because of the emphasis placed on the division of
techniques by person. The techniques used for the representation of a character's inner
processes are "psycho-narration", "quoted monologue" and "narrated monologue". In

"psycho-narration” a report of a character's thoughts and feelings is given by a third-

46Bjckerton (1968: 35) also states that "stream of consciousness” is not a "method".

47 According to McHale (1978: 276, ff. 30), Bickerton's account of the techniques for the presentation
of consciousness is regarded as being too schematic.
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person narrator. Cohn's “"psycho-narration”, however, is not similar to McHale's
"diegetic summary" because there is some colouring of the narratorial report by the
character's "perspective”. In this sense it is closer to FID or "narrated monologue" as
she prefers to call it, with which it can co-occur,

"Quoted monologue": Cohn is opposed to critics' tendency to differentiate
between thought quotations in pre-Joycean novels with the terms "traditional
monologue" or "silent soliloquy", and quotations in post-Joycean novels with the term
"interior monologue" under the influence of Dujardin. Their distinction is based on
psychological and stylistic criteria by regarding "soliloquy" as rational and reasoned
whereas "interior monologue"” as illogical and associative. Cohn believes that it is
impossible to distinguish between the two on such grounds because it is not that rare
for soliloquies to contain illogical patterns. Therefore this distinction fails to take into
consideration two important factors which are present in all quotations of a character's
mind, i.e. the use of the first-person by the character to refer to himself and of the
present tense. Although Cohn's definitions are more stylistic rather than linguistic, she
claims that the employment of the first-person and of the present tense help to
differentiate this technique from the others in a third-person context.

"Narrated monologue"”, known as FID, is more linguistically complex than the
other two techniques. It shares the third-person reference and the tense of ﬁarration
with psycho-narration and the verbatim rendering of a character's mental language with
"quoted monologue™.

The techniques for representing consciousness are "psycho-narration", "quoted
monologue" and "narrated monologue” in third-person narration. In first-person
narration the techniques are respectively "self-narration”, "self-quoted monologue" and
“self-narrated monologue”. Cohn states that the analogy between first and third-person
narrative texts stops in the definition of the techniques because as it has already been
pointed out by the structuralist theorists there is "a change in narrative climate as one
moves between the two territories” (1978: 14). This change is due to the different

relationship existing between the narrator and the protagonist who, in the first-person
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narration, is no other than the narrator's past self. This relationship mostly affects the
narration of inner rather than outer events because past thoughts have not only to be
remembered but also expressed by the self. Furthermore Cohn maintains that there is
another reason for the differentiation by person. It concerns the use of "interior
monologue”, the most direct of the three techniques. Cohn notes that the term "interior
monologue" can be employed to describe two different phenomena: a) it can be used as
a narrative technique for the direct quotation of a character's mind in third-person
narration and b) it can indicate a narrative genre which consists almost entirely of a
character's silent monologue. Although the technique and the genre share some
psychological and stylistic characteristics their presentation is not the same. The first
case is mediated because there is an explicit or implicit quotation by a narrator who
uses the third-person to refer to the monologist. The second case is unmediated due to
the use of a first-person form and for that reason it should be regarded as a limit-case
of the first-person narration or what Cohn prefers to call "autonomous interior
monologue" (op. cit.,17).

These are the most important attempts of critics to identify and describe
consciousness techniques. In the next section we can move on to the categorization of

speech and thought modes as used in the analysis.

1.6. Categories of Speech and Thought Presentation

Although in most analyses modes of speech and thought presentation in fictional
writing are examined together, in our analysis they will be treated separately thus
facilitating the identification of the two most important techniques, i.e. FID (Free
Indirect Discourse) and QM (Quoted Monologue) in first and third-person narratives
(see section 1.4.).

We will adopt McHale's term FID as the general term to refer to "style indirect

libre" (1978: 250). FID will be inclusive of FIS (Free Indirect Speech) and FIT (Free
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Indirect Thought and Consciousness). In this way it will be easier to identify the
characteristics of FID.

The techniques will range from the more diegetic to the more mimetic or in other
words from greater overtness of the narrator to complete covertness.

We will use only one category for McHale's (1978: 258-9) "diegetic summary"
and "summary less purely diegetic" under the terms NRSA (Narrative Report of
Speech Acts) and NRTA (Narrative Report of a Thought Act) adopted from Leech and
Short (1981: 344), because in our analysis we are more interested in modes in which
overtness is kept to a minimum.

Thus the modes of speech presentation in both first and third-person narration

will be the following:

a) NRSA (Narrative Report of Speech Acts).

b) IS (Indirect speech which is also inclusive of McHale's category of "IS
mimetic to some degree").

¢) FIS (Free Indirect Speech).

d) DS (Direct Speech).

e) FDS (Free Direct Speech).

Concerning the thought presentation modes we will use the following categories:

a) NRTA (Narrative Report of a Thought Act).

b) IT (Indirect Thought).

c) FIT (Free Indirect Thought and Consciousness).

d) DT (Direct Thought ).

e) FDT (Free Direct Thought) which in its sustained form becomes Qu'otcd

Monologue (QM).

The term QM is adopted by Cohn (1978: 12) and is inclusive of both traditional

soliloquies and interior monologues in modern psychological novels.
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thought presentation and of their sub-categories.

DIEGETIC

MIMETIC

GENERAL SPEECH THOUGHT
CATEGORIES | CATEGORIES | CATEGORIES
Narrative Narrative Report | Narrative
Report (NR) of Speech Acts Report
(NRSA) of a Thought
Act (NRTA)
Indirect Indirect Speech Indirect
Discourse (ID) | (IS) Thought (IT)
Free Indirect Free Indirect Free Indirect
Discourse Speech (FIS) Thought (FIT)
(FID)
Direct Direct Speech Direct Thought
Discourse (DS) (D7)
(DD)
Free Direct Free Direct Free Direct
Discourse Speech Thought (FDT)
(FDD) (FDS) Quoted
Monologue

QM)
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1.7. Conclusion

QOur aim in this chapter has been to discuss the various theoretical and
methodological assumptions which underlie the analysis of speech and thought modes
in Chapters 2, 3 and 4.

The examination of the verbal M.G. system has shown the interrelation of the
categories of tense, aspect, mood and voice in M.G.

The review of narrative theories has indicated the difference between focalization
and narration. In accordance with Genette's theory it would be more accurate to
differentiate between different degrees of "diegesis" (telling) rather than between
"mimesis" and "diegesis" because there is always a narrator in a text, though not
explicitly present in all cases. The narrator's perceptibility in a text can range from
maximum overtness to maximum covertness and is directly related to the techniques
employed in the reproduction of a character's speech and thought.

The discussion of the origins of FID and the terminological controversy that
surrounds it along with narrative theorists' attempts to identify and name modes of
consciousness have facilitated the categorization of speech and thought modes to be
used in the study.

Since speech and thought are examined separately we have recognized five
speech and five thought categories which, ranging from maximum overtness to

maximum covertness, are the following:

a) NARRATIVE REPORT OF SPEECH AND THOUGHT ACTS.

b) INDIRECT SPEECH AND INDIRECT THOUGHT.

c) FREE INDIRECT SPEECH and FREE INDIRECT THOUGHT.

The latter contains both the logical thought reports that can be encountered during

the first years of the appearance of the technique and also the authors' later attempts to
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provide a simulation of their characters' consciousness by creating stream of
consciousness narratives.

d) DIRECT SPEECH and DIRECT THOUGHT.

e) FREE DIRECT SPEECH AND FREE DIRECT THOUGHT which in its
sustained form becomes Quoted Monologue. Quoted Monologue includes not only the
silent soliloquies in traditional novels but also the interior monologues in modern

psychological novels.
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CHAPTER 2

SPEECH PRESENTATION

2.1. Introduction

This chapter is concerned with speech presentation. Passages from all five
categories in first and third-person narratives are analysed but special attention is paid
to the technique of FIS and to the isolation of its indices. Before proceeding with the
actual analysis of FIS in first-person narratives, we include some notes on the use of
FID in first-person narration because during the first years of its identification, FID
was thought to be the mode peculiar to third-person narratives. Although in examining
the techniques in terms of the narrator's overtness we should start with the mode of
NRSA, for ease of analysis we will examine first the traditional ways of presenting a
character's speech, i.e. DS and IS. Then there will be an analysis of the technique of
NRSA and finally a description of free forms, namely FDS and FIS.

The effects of each technique will also be studied.

2.2, Direct and Indirect Speech (DS and IS)

Traditionally there are two ways to present a character's speech: the direct and

the indirect. Direct speech gives a supposedly exact rendering! of the words spoken,

1This, however, does not imply that DS is an unvarying mode of speech presentation any more than
the other speech forms to be discussed. Haberland (1986: 225), for instance, has obscrved that "not
every case of direct speech is a direct quotation”. He mentions a number of cases such as "the sketchy
enactment”, "the enactment of a scene”, "the hypothetical DS" in which the use of DS involves a
commitment only to the content of the original speech act but not to its linguistic form. Likewise,
Page (1972: 121) has noted that although DS is normally indicated by graphological means not
everything enclosed within quotation marks is a faithful report of the actual words spoken. Jane
Austen in many cases, as he points out, performs "an editorial rather than a purely recording function”,
that is she gives the gist of a conversation but at the same time she retains the quotation marks for
reasons of vividness and economy. Bonheim (1982: 59), another critic, has also identificd deviant
kinds of DS such as translated speech, summary speech etc. He admits, however, that certain critics
regard some of these deviant kinds as instances of FDS.
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which are placed within quotation marks and are usually introduced by a reporting
verb. Quotation marks in M.G. are similar in use but different in shape (« ») from the
English ones (" "). In addition to quotation marks, a piece of DS in M.G. fiction is
also introduced by a dash, especially when it appears at the beginning of a paragraph
(see Mackridge, 1985: 42). Moreover an effort is made, as far as it is possible in the
written language, to reproduce features of the original speech by means of punctuation,
of the marks of exclamation and interrogation, of italicized words etc., because a
character's individual mode of expression (i.e. his idiosyncratic speech) can reveal
more about his personality than any narratorial report or comment. However, since a
lot of information in real speech is conveyed by paralinguistic features (i.e. stress,
pitch, intonation, volume, vocal quality) that the written medium is not adequately
equipped to reproduce accurately, speech can be presented only partially by linguistic
means (see Page, 1988: 28). Even punctuation, despite its expressive force, is
considered as "a relatively crude and sometimes ambiguous" device when it comes to
producing such qualities of the spoken language as "pause, stress, tempo, volume and
intonation" (Page, op. cit., 10). Thus the novelist by exploiting the conventions
available to him can give only a sense of spontaneous speech.

The following examples illustrate how DS is used in first and third-person

narratives.

1) Té otépa pov eixe oTeyvdoel. Elma oté Aoilo:
- N4 otapatioove pid otdha omiv Alywa, vd wodpe TimoTa;

(TIl. TIPEBEAAKHZ: H KEPAAH THE MEAOYZAZ, 216)

2)  «Z¢ meplpevar Tob elme f) Maplka, «T6 fi€epa T Odpns.»

(K. XATZOTIOYAOZ: $6INOIIQPO, 113)
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3) - AdBévTa, elmev, & kéuns Nawvétos dmébave kal.. elvar vmopla 87u
¢8orodoviidn. ‘H doTuvopia dvakpiver, kal ods mpookodel ws...
pdpTupal.

(A. PATKABHZ: O ZYMBOAAIOI'PA®QOZ, 567)

When presenting dialogue M.G. novelists make use of either quotation marks3

or dashes to indicate a change in speakers.

4) - Aeomowis Kalwpw, mhs pévn; Ths M.
- Kal oels pévos, pol dmdrrnoe avm.
- Nal pévos... papéoer vd mhanépa...

(A. N. BOYTYPAZ: OTAN XANETAI O HAIOZ, 58)

5) &, 16 mwiloTepes, Evyevia, 76 mloTedes;»
&OxL, BéRarabs.
(A. KOTZIAZ: O EQZ$OPOZ, 168)

In the following two examples the authors attempt to reproduce the characters'
regional accent (ex. 6) and defective speech (ex. 7) through deviations of punctuation

and spelling.

2The suspension marks are used to indicate pauses. They give a speech-like intonation to the sentence.
3Some authors in addition to the usual quotation marks, use an inverted form of quotation marks (i.e.
») which appears immediately after the first paragraph of the dialogue. For example:

« Adokale, pavépuaé pov T6 puoTké Ths TéXvns ool TéV Tapakdleoe kdwoTe é&vag
vépos dpxovTas. o ) ) o , '

» T6 xeipwva vd ovyvpvds €ToL 16 SwpdTio wou vd davTdfelL (€oTé T6 Kalokaipt, Kdve

70 vd Seixver 8pooepd. [.]

(N. KAZANTZAKHZ: O BPAXOKHIIOZ, 54)
«- Teacher, reveal to me the secret of your philosophy an elderly nobleman begged him once.
»- In winter you should tidy up your room in such a way that it appears warm; in summer make it
appear cool [...]
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6) - Tt vd ul Bpi, mdl p’, tpéva 7ol kolUTOOUPOU..., THS dmavtoloe 1
voLd pé TA POUREAdTIKA Tns, 6d vd Apbev adm) T oTiynd 4w’ T8
Beouxt.

(Z. IATTANTQONIOY: H OYZIA, 212)

7 - Tl Més Bpé maudi;

- AUTé T o Mo, 0’ Mw, urd.. pmdppuma-ZTdpo, pwopolpe vd mAé...
vd mAéPouve T4 Bapéla k... k... kovTd ‘T T’ Bdpka.
‘O pumdppumaZrdpos T6 €lxe okedbfi dkdpn mpotiTepa, wplv T6 €lm
6 Bpadirylwooos 6 ZTedavris.

(A. TATTAAIAMANTHZ: Ol AIPEZ TOY ZAXOY, 436)

Indirect speech (IS) gives a faithful repbrt of either the content or of both the
linguistic form and the content4 of the words spoken, which are subordinated to an
introductory reporting clause. In M.G. IS is introduced by complementizers ("mds",
"$1L",5 and sometimes "mo¥") whereas no complementizers6 introduce DS. In IS there
is a pronominal change from first person to third person. IS clauses in M.G. are
characterized by the fact that their verbs retain,’ in most cases, the tense and the mood
of DS even when they are governed by a verb in a past tense. Mackridge (1985: 132)

attributes this behaviour to the fact that the sequence of tenses rule is not obligatory in

M.G. The tense of the IS clause, as Mackridge explains, is relative to the time

4Coulmas (1986: 5) attributes the ambiguity which characterizes IS to its double interpretation.
Whereas DS usually has a "de dicto” reading, IS can have either a "de dicto" or a "de re" interpretation,
Although these interpretations, Coulmas continues, are grammatically indistinguishable, they are
profoundly different in meaning. A "de re” reading of an utterance involves a summarizing paraphrase
of it "irrespective of its linguistic form".
5"Nd" can also be used in the place of "mdis" or "87" when "the clause contains already a "vd" or in
any way expresses order or prohibition”, In addition, it may appear after such verbs as "believe",
"remember” etc. (see Hesse, 1980: 119).
61n the spoken form D and IS can also be differentiated by intonation since there is always an
intonational break before DS itself. In IS, on the other hand, even in cases in which the
complementizers are omitted, there is no intonational break between the main verb and the IS
complementizers (see Joseph and Philippaki-Warburton, 1987: 3).
7joseph and Philippaki-Warburton (1987: 3) have noted that the tense of IS clauscs can be different,
though not necessarily, from the tense used in DS. A future tense in DS, as they claim, can change to
either a future or a conditional (future past) in IS.
e.g. DS: 6 janis ipe, "64 voifiso”.

John said, "I'll help”.

IS: 6 janis ipe Oti 64 voibisi/voifuise.
John said that he will help/would help.
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indicated by the main verb, which consequently becomes the present of the subordinate
clause, and not to the time of utterance of the whole sentence. Joseph and Philippaki-
Warburton (1987: 32) have also drawn attention to the fact that any tense can appear in
subordinate clauses irrespective of the tense of the main clause because there are no
strict restrictions on the sequence of tenses in main and subordinate clauses.
Sometimes, however, pragmatic restrictions may be imposed on certain combinations
of tenses which can occur "only in highly specific contexts". For instance, the
combination of a future tense in a main clause with a past tense in a subordinate clause
(i.e."©4 pistépso ot irbe”, "I will believe that he came") sounds more natural when
embedded in a specific context (i.e. "when I see that letter") rather than when it appears

in isolation (op. cit., 32). Consider the following examples:

DS: «Aév meLvdw».

"T am not hungry".

IS: «Moy €lwe 8TL 8¢év mewdeu.

"(s)he told me that (s)he is not hungry".

DS: «Ei8a Tév I'Gpyo XBés».

"I saw George yesterday".

IS: «Mo¥ MelL Tds €18 Tév IMidpyo X0Bés».
"(s)he says that (s)he saw George yesterday".

(my examples)

IS clauses in M.G. are introduced by the conjunctions "wdis" and "81." (that).
These two conjunctions share the same meaning but they differ in terms of formality.
As Mackridge (1985: 269) points out "67.", due to its learned origin, is used in formal

situations while "més" is of demotic origin and is used in informal styles. Because of



61

its restricted uses "wws" appears after simple verbs such as "Aéw" (I say, I tell).
Although IS clauses are normally introduced by "mws" or "81." .8 Householder et al.
(1964: 174) mention three types of expressions, which are followed by "mou". These
include some verbs of perception, some verbs of saying and knowing and finally
various expressions of emotion which in English? are mainly used without the
complementizer "that" (e.g. "80€d{w T6 ©ed", "I thank God"). Nouns related to
these expressions may also be followed by "wo0".

For ease of reference the verbs and expressions followed by "mds"/"6TL" or

"rou" will be presented in table form.10

8The conjunction "67." should not be confused with the indefinite relati " "
Thomson, 1966: 32). ve pronoun "6,Tu" (sce
9See Quirk et al. (1972: 299, 824).

101n constructing table ' 1, I have consulted Mackridge (1985: 269-70).
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TABLE 1: USES OF "TIQZ"/"OTI"

VERBS AND
EXPRESSIONS
FOLLOWED BY
"TIQZ" OR "OTI"

EXAMPLE

1.Verbs of knowing.

Mvopllw I know)
Zépw (I know)
Mafalvw (Ilearn, I
find out)

2.Verbs of saying.

Aéw (I say, Itell)

3.Verbs of perception.

Alofdvopar (I feel)
" Axolw (I hear)

4 Verbs of showing.

Aelxvw (I show)

5.Verbs of thinking.

ZxémTopar (I think)

6. Related nouns.

2xéymn (thought)
" ApdLBolla (doubt)

7. A number of nouns
and adjectives which
are combined with

"elvar" (it is).

Elvar d\pera (itis
true)

Elva
d€oonpelwTo (itis
worth noting)

8. A few adjectives that
can be used personally

"y

with "nads" or "6TL".

Elpar Bépatos (I
am certain)
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TABLE 2: USES OF "T10Y"11

VERBS AND EXPRESSIONS EXAMPLE
WHERE "TIOY" IS POSSIBLE
1. Certain verbs of perception. NowsBw (I feel)

BMTw (I see)
* Akotw (I hear)

2. Certain verbs of saying. Aéw (Isay)

Kavytépar (I boast)

3. Certain verbs of knowing, =épw (I know)

Mafaivw (I learn)
Oupdpar (I remember)
4. Expressions of emotion. Aokdlw 76 Beb (I thank
God)

EUxapiotd (I thank)
Avmobpar (I am sorry)
MeTavowwvw (I regret)
(Mé) voidler (I care)
Zadvidfopar (I am
surprised)

(Mé) oxudler (it scares me)
2uly)xopd (I forgive)
Xatpopar (I am glad)

5. Nouns related to the above Evxaplomnon (pleasure)

mentioned expressions. Avmm (sorrow)
"ExtAnén (surprise)

It should be mentioned, however, that the above quoted verbs of perception,
saying and knowing, as Householder et al. (1964: 174) remark, take more often "mus"
than "mo¥" and in Athenian usage "mdés" has replaced "mo0". With the expressions of
emotion, on the other hand, "mol" can be replaced by "8T." or by the conjunction

"viaTl" (because) but not by "mis".

11 In constructing table 2,1 have consulted Householder et al. (1964: 174).
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Indirect questions, as Thomson (1966: 32) notes, are introduced in the same way
as direct questions, that is by the interrogative pronouns "moLés-d-6" (who, which),
"réoosmo" (how big/how much/how many), by the indeclinable "7{" (what), by the
adverbs "mo0" (where), "m@s" (how), "yrati" (why) and "wéTe" (when), and by the

particle "dv" (whether/if).

e.g. Aév Eépw molds god T elme abTd.

I don't know who told you that.

e.g. Aév elpa BéBaios dv éxw Biklo.
I am not sure if [ am right.

(Thomson, op. cit., 32)

The particle "dv" can be replaced by "primws" if the latter has been used in DS
whereas the particle "vd" can appear after verbs like "Aéw" (I tell), "Statdlw" (I order)
(see Mackridge, 1985: 269).

The following examples are characteristic of the use of IS in M.G. literary texts.

8) Tév wmapakdleoa vd mdeL 0T6 dupepikdviko KoANéylo, vd Bpel Tév
kabnynm mdrepTIfiTep kal vd Tob el mol PplokeTar 6 dlhos Tou
MdpE.

(" MA'KAHZ: O TIEPITIAANOYMENOS, 228)

9) *AMoTe épxoTave kovtd Tou ékelvos O Aoxayds kai ToD éleye T
elxe mwpoalobnua mws 6d okoTwvéTav, mis Sév Bd Eavayiple oTé
omiTL TOV.

(2. EEPAOYAAZ: TO TAIAI ME TO EYAINO AAOINQ, 505)
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10) AUTés ToUme TS Twpa €ival olyovpo més Té m8L Tod dllou Tou
Bdvar kovTTEpOo ATWd TO yepd.

(Z. MYPIBHAHZ: H AAZKAAA ME TA XPY2A MATIA, 39)

From the above quoted examples it is obvious that a novelist's choice of the
appropriate form of speech is determined by the effect he wishes to produce. DS
presents the character as talking in the reader's presence because his speech is rendered
with minimal authorial intervention. This impression is reinforced, as far as it is
possible in the written language, by the use of direct features such as typographic
markers (ex. 3), interjections (ex. 5), contracted forms (ex. 7), verbless sentences (ex.
5) etc., which give a speech-like tone to the characters' utterances. IS, on the other
hand, with its long-winded sentences and its neutral!? reporting style, which allows it
to blend more readily with the narrative context, keeps the reader at a distance. As Page
(1972: 121) remarks, the employment of DS produces immediacy and a dramatic effect
whereas the use of IS suggests coolness and distance.13

In the next section we will examine the category of NRSA which is more indirect
than IS because it simply reports the occurrence of a speech act without specifying

what was said or the way it was said.

121¢ is not unlikely, however, for a speaker’s idiosyncrasies to be traced in certain instances of IS or
ncoloured IS", as Page (1988: 36) prefers to call it. In the following example, for instance, words such
as "tétorot" and "a¥Td" are placed within quotation marks to denote faithfulness to the original
rance.

[utn]e THv Gveidioe oknpds, 8T oullj pé Tév Baoikny Tns mapavépws, kal xwpis vd €xn
sualrywov, mapefeTpdmm, K ¢duvaler 8TL Bhov péoa oTiv adhiv €lvar "TéTowol”, ddod T’
dvéxovTaLr “abtd’...

(A. TIATTAAIAMANTHZ: Ol KOYKAOITANTPEIEZS, 177)
[...] He accused her of living with'her Vasilis illegally and without having a divorce, he lost his
temper and he cried that everybody in the yard were "that sort of people” since they put up "with that
sort of things"...
13Gregory (1965: 48-51) has reached the same conclusion in examining Dickens' use of modes of
speech presentation. He has noted that the speech of characters hostile to the central character or of
those characters who simply function as instruments in the plot is rendered in indirect form. In
contrast DS is employed for the presentation of characters who are central in the novel and are
sympathetic towards the main character. Likewise, Jones (1968: 74) in his analysis of Conrad's use of
speech modes notices that the use of either form of speech can be influenced by the relationship
holding between the characters. DS is used for characters with dominant roles while IS is reserved for
characters with submissive roles.
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2.3. Narrative Report of Speech Acts (NRSA)

NRSA is the most diegetic4 of all forms, i.e. more indirect than IS, because the
character's speaking is related by the narrator in a summary. In other words the
narrator reports that a speech event has occurred without committing himself to the
content of the actual utterance or to its wording. For that reason in NRSA, unlike
ordinary IS, there is absence of subordinating clauses syntactically dependent on a
verb of saying. Thus in NRSA all the reported events are presented from the narrator's
perspective. It is the technique employed to summarize long and insignificant stretches
of conversation that have nothing to add to the progression of the plot. Because of its
diegetic nature it becomes fully integrated into the narrative but at the same time lacks
immediacy.

The following examples illustrate the use of this category in M.G. fiction.

11) ‘H pdva pov miv émpdoBale, THv éoukoddvtnoe, THv épionoe
dypudTata, 6Tav ékelvn 8év dvofe moTé T6 oTépa s vd TR kaxd
yu avTiv.

(I. KONAYAAKHZ: H TIPQTH ATATIH, 53)

12) ‘H 8aokdia, apod ammibuve pikpéy Aoylidpiov els Td mTwxd kopdora,
kal Td ouwvePollevoe vd pfv elvar kN\émTpiar KA., Siétake v’
48erdooww Slov T6 vepdv ThAs oTdpvas els pikpdv oxkdény, Ty
émolav elxe oTeller vd 8aveioBolv amé Ty yeltova mhdoTpav.

(A. TTATTAAIAMANTHZ: H GEOAIKIA THE AAYSKAAAZ, 348)

In examples (11) and (12) the phrases "ty émpdoBake" (she insulted her),

"Tiv éoukopdvimoe"” (she slandered her) and "dmmibuve pikpéy AoyU8pLov" (she

14NRSA is similar to McHale's "diegetic summary”. McHale (1978, 258-9) has also recognized a
variant of "diegetic summary” namely "summary less purely diegetic". This category does not simply
report the occurrence of a speech act but it specifies it, to a certain extent, by naming the topics of
conversation.
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had made a short speech) merely report the characters' speaking in a summary without

any reference to the actual words spoken.

2.4. Free Direct Speech (FDS)

In addition to the basic dichotomy between D and IS, there has arisen within the
last century another distinction namely that between bound and free forms. Critics have
identified two more categories of speech presentation, i.e. Free Direct Speech (FDS)
and Free Indirect Speech (FIS).13 FDS, which according to Gregory!6 (op. cit., 43)
was first discerned by Harmer, is characterized by the absence of the reporting!7 verb.
FDS can often appear "within the context of Direct Speech to save repetition of
reporting clauses” (Wales, 1989: 189). The quotation marks may also be omitted.
Therefore FDS, being a freer version of DS, has the advantage of communicating a
character's speech to the reader more immediately without the intervention of the

narrator. The following examples illustrate the use of the technique in M.G. fiction.

15Chatman (1975: 230) observes that although FDS and FIS are both characterized by the deletion of
the introductory clause they can be differentiated, in most cases, by the use of different pronouns and
tenses. The first person and/or the second person pronoun and the present tense are employed in FDS
as opposed to the third person pronoun and the past tense in FIS. Benveniste (1971: 204) also refers to
the "correlation of personality opposing the I-you persons to the non-person he". According to this
correlation only "I" and "you" are indicators of person and together are opposed to the non-person “he".
16page (1988: 40) objects to the classification of forms of speech presentation into a limited number
of rigid categories (i.e. either two or four), each with its own characteristics, as Gregory and the
traditional grammarians have done, on the grounds that these speech forms tend to mingle with each
other and with narrative. Thus Page has identified a number of different speech presentation categorics
without this implying, as he claims, that all the possibilities have been covered.

171 eech and Short, as Wales (1989: 189) notes, recognize as instances of FDS examples in which
quotation marks are omittcd but a reporting verb is present. Wales argues that such instances can be
considered as free only if t_he reporting verb appears in middle or final position, since in this case “it is
hard to see it as determining or governing the reported clause™. Thus it can be regarded as free, i.e.
“independent” or “non-embedded”.
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13) =76 EevoBoxelo Pplokw TOév Eevoddxo vd kouToudd oTév wdyko:
Teleutalos épeLves, Tdpe TO kAeldl oov 8elTepo TdTwpa Té Tplo,
ufmws éxels Tovydpo; Toitydpo €xw, kadés pol Aelmet. Mé koitd
vwoTaypéva, éoels ol Abnualol odv 8év mieite kadé Bév kolpdoTe.
Nd ool kdvw ocuvTpodld mol 64 Tév Yrvels, Tob Aéw.

(M. KOYMANTAPEAZ: TA KAHMENA, 46)

14) (1) Ku §) yayud 7év €mapve omiv kovliva, kal Tolkeye, Bpwpdmarso,
eloar kal o0 évas mewopartdpns, 60o mas ylves® OA6LBlos T pdva oov,
8¢ umopels dnhady vd mels éva elxaplot®, éoTw kal Yépparta, ddod
Tév Eépets TL oTpaBéEulo €lvar ki alTés, 8év eloal md pwpd, onXm
¢Enyroer éxatéd dopés, mpémer Snrady alwvlws vd ovyxdopar; (2) dde
Thpa Sué mdra omavakdpulo, kaké 64 cgob kdver, Té omavdkl €xel
oi8epo - m dvdfepa TH pdva ocou mol 8év e€lxe puald vd peiver pé
Tév dvTpa Tns, vdxeis kal o0 watépa Omws OSla Td Tadid, vd prv
éEapracar &m ™ dhavBpwtia Tob kdfe kepaTtd...

(K. TAXTZHZ: ENA ZYTXPONO TIPOION, 52-3)

As demonstrated by the above quoted examples FDS allows the writers to run
narrative and speech together through the omission of the quotation marks. In example
(13) the writer has also removed the introductory clause which appears only once at the
end of the extract. In this way speech is embedded in the narrative context and creates
the impression that it is inseparable from it. Example (14) appears within the vicinity of
DS. It begins as narration but immediately after the verb "rolAeye" (she was saying
to him) and the comma there is a shift into the character's DS, which is not enclosed
within quotation marks. The second sentence presents the character's FDS as the

omission of the reporting verb suggests.
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2.5. Free Indirect Speech (FIS) in general

Between D and IS there lies another kind of speech presentation, i.e. FIS. FIS
shares certain features with both of them. As indicated by its name, it is thought of as a
freer version of IS. It is similar to the indirect form in that it employs the same tense
and person, usually the simple past tense and the third person to refer to the speaker,
or to be more accurate the choice of tense and person is always appropriate to the form
of the narrative context in which FIS appears. DS, on the other hand, uses the first
person and mainly present verb forms. FIS, unlike IS, has no reporting clause. In this
respect it appears to be more immediate than IS. Nevertheless it cannot attain the
impact of FDS because it suggests that a narratorial voice is in some control. The
absence of a main clause allows the reported clause to share some of the features which
characterize DS. FIS does not shift the space-time perspective from that of the
character to that of the narrator. On the contrary, it uses the same deictic system as DS,
i.e. that of the character. Thus in M.G. the deictic system of DS is preserved in IS as
well as in FIS. Deixis!8 refers to all these features of language which anchor an
utterance in accordance with the spatio-temporal position of the speaker at the time of
its production (see Lyons, 1977: 636). The elements themselves are usually called
vdeictics"!? and include the first and second person pronouns (i.e. addresser,
addressee), the demonstratives "this" and "that", adverbials of time and place such as
"now", "here", (i.e. proximal time and place deixis) versus "then", "there" (i.e.
distal20 time and place deixis) and finally tense (i.e. present versus past). FIS also

retains all those features of DS which are associated with the emotive-expressive2!

18For a description of deixis in terms of prototypes, i.e. for an examination of those linguistic
categories that prototypically have a deictic function see Fillmore, 1982: 31-9,

19The term "deictic” is used by Halliday (1985: 164) to refer 1o a category of modifiers usually known
as "determiners”. In this sense the definite and indefinite articles and the possessives are regarded as
"deictics".

20gee Fillmore, 1966: 221.

21The emotive-expressive function is one of the functions of the communicative act in Jakobson's
(1960: 354) model of the speech event, which defines the constituents of communication and the
functions of language associated with them. The emotive function is centred on the speaker (i.e. the
addresser) and it communicates his feelings and attitude towards what he is talking about. In speech act
theory "expressives” constitute one of Searle's (1969: 15-6) categories of illocutionary acts.
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function of language (i.e. questions, exclamations, repetitions, interjections,
idiosyncratic speech features of idiom, hesitations etc.) and have to be sacrificed in IS
(see Ullmann, 1957: 97). FIS usually occurs in a narrative22 context. Though it shares
the same tense and pronoun with narration it can be differentiated from this by the
presence of speech-like intonations which contrast with the neutral reporting style of
narration.

For all these reasons Leech and Short23 (1981: 325) state that FIS "is in a sort of
halfway house position, not claiming to be a reproduction of the original speech, but at
the same time being more than a mere indirect rendering of that original".

The table that follows illustrates the features that FIS shares with D and IS.

TABLE 3: FIS
SIMILARITIES WITH IS SIMILARITIES WITH DS
Same tense24 and pronoun as Same deictic system as DS.
IS. Same intonation markers as DS.
No subordination.
2.6. FIS in third-person narratives

The present section deals with the analysis of FIS and the isolation of its indices

in third-person narratives. The passages that follow arise in both authorial and figural

22Hough has recognized a kind of narrative discourse in fiction in which the narrator's voice "is more
or less deeply coloured by a particular character's point of view" (1970: 204). "Coloured narrative", as
he calls it, is close to FIS with the difference that in FIS it is the character's speech which is coloured
by the narrator's voice.

231 eech and Short (1981: 331), however, rather confusingly categorize as FIS, IS utterances which are
coloured by direct speech clerpents, on the grounds that the appearance of any single feature from any
of the three linguistic categories of grammar, lexis, and graphology is sufficient to identify a passage
as FIS.

243 M.G., however, IS can retain the tenses of DS (see Section 2.2.).
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narration. Each passage is analysed and the main features of FIS contained in it are

presented in tabular form.

15) [.] ©é\w vd elpar kovtd o) 8dhacoa. [epovtioles mapaeviés...
(1) ArapapTupifnkav. (2) T €lv’ adTd ol Met; (3) Tlder yupevovras
yid xomipévta; (4) Kal xaipetioTnkav pé mpookhijoels ki
vmooxéoets: (5) «Nd pnfp ods xdooupe..» <&Oxi, 8xi, 6d épxwpat
TaAXTIKA...» KT\

(M. KAPAT'ATZHZ: TIOYTKEPMAN A, 402)

In this very brief extract the novelist makes use of two different modes of speech
presentation, i.e. FIS and DS. FIS is used to render the characters' protests as the shift
from the simple past, the tense of the narration, to the simple present in S3 denotes.
The use of the third person rather than the second to refer to the character is a further
indication of FIS. FIS questions have the characteristics of direct questions. The
appearance of contracted forms such as "T° €lv’ alTd" (what are these), the use of
the colloquial expression "mdeL ‘yuvpevovtas” (he is fishing for), the lack of bound
typographic marks (i.e. quotation marks) and the occurrence of the question mark at
the end of Ss 2 and 3 further identify this piece as FIS. The characters' invitations and
promises to each other to meet again soon are presented in DS in Ss, as indicated by
the typographic mark of colon which precedes DS. DS is enclosed within quotation
marks and gives a faithful report of the actual words used and as far as it is possible of
the tone and idioms of informal speech through the use of suspension marks and the
repetition of the particle "oxL" (No). The addition of the word "k.T.\." (etc.) at the end
of this extract denotes the presence of an intervening narrator who gives the reader just

a flavour of the characters' conversation probably because it continued in the same

style.
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Indices of FIS in example 15
1. Shift into the present tense.

2. Use of the third person.

3. Contracted forms.

4, Colloquial expressions.

5. Lack of bound typographic markers.

16) - Aév médTers, Kupd pov, oté kpePPdTi; elme 7 EAmiSa. [..]
[..] (1) 'Ekelvn 6érnoe v’ dpvnbfl. (2)"A umd! 8év Atav TimoTa
dvatpixiha ATav, 8d mepdam. (3) Aév fitav 8d kal Téoo ypid, vd
médm ué T6 mapapikps oTé wkpePfdT! (4) Md TS plyos oépvovrav
od $l8L maywpévo atéd koppl s
(A. KAPKABITZAZ: O APXAIOAQI'OZ, 1301)

The first sentence is narration. In the second sentence the use of the interjection
"&" (Oh) along with the negative interjection "pmd", and the exclamation mark after
"umd.", indicate a change from objective narration to FIS. Moreover the occurrence of a
brief phrase after the exclamation mark and the appearance of two other short paratactic
phrases, separated by a comma, after the semi-colon, i.e. in Greek a dot raised above
line, suggest patterns which are characteristic of spontaneous speech. In S3 the use of
the negative particle "8¢v" in combination with the intensifier "kal Téoo" (that) to
refer to the character's age, the occurrence of the emphatic particle "84", which is
normally encountered in the spoken language, and the exclamation mark at the end of
the sentence are further indices of FIS and express the character's attempt to deny the
fact that she is ill. The descriptive nature of S4 denotes a shift back to narration in

which the tense and the pronoun selection, that is the S. Past tense and the third-person —

pronoun, is the same as in FIS.
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Indices of FIS in example 16

1. Interjections.

2. Particles characteristic of the spoken language.

3. Intensifying adverbs.

4, Brief paratactic sentences suggest spoken language.

5. Typographic markers (i.e. exclamation marks, semi-colons) create the

impression of speech.

17) Nai, s €ime 1) kvpla‘EMvn, fiTav ka\q i8a. [.]

[..] (1) Md OTav dvakolvwoav Td oxédid Tous oTév dvTpa Tns, 6
kUpros Nikitas ofkwoe Tév kbopo oTé woSdpL. (2) Aév okédtnkav
™y dEompémera Tiis olkoyéveias; (3) Tob dkovoTnke vd épydleTau
pid kabwompémel koméla; (4) ©d Tous Moyapidlave {mTidvous, olTe
vd 176 Eavaxoloel. (5) ©d ’Tave od vd yupoloyoboav évav katdioyo
vid épavo - pimws oTépnoe dmdé Timota T Zédm; (6) TAs T
amaydpepe 6pbdkodTd. (7) Kal oé pid kowwvia Téoo Eimacpévn)
Tpdobeoe.

(K. TIOAITHZ: TEPMA, 119)

In this extract the expression "otjkwoe Tév kéopo a1éd moSdpL" (he screamed
his head off) in Sy prepares the ground for the appearance of FIS in Ss 2 to 7. The use
of the third person for self-reference and the employment of the S. Past tense in
combination with the conditional to refer to the possible consequences if the character's
daughter got a job are the grammatical indices of FIS. Lexically FIS is indicated by the
use of adjectives characteristic of the character's idiolect such as "kafwompémeL"
(respectable), "Eimacpévn” (snobbish), of colloquial expressions, i.e. "mod
axovoTnke" (whoever heard of that), "6p8d-kodTd" (once and for all), of a simile
such as "od vd yupoloyoloav €vav katdloyo yud épavo" (like they were asking

for charity), of the intensifying adverb "76c0" in the expression "Téco Evmacpévn"
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(such a snobbish society) and by the appearance of "kal" (and) in initial position. The
typographic markers employed to signal FIS include the question mark, which gives a
more emphatic tone to interrogative-negative Sy, the exclamation mark that gives a
speech-like intonation to elliptical S7, and finally the dash in S5 which denotes self-
interruption. The addition of the word "mpdobeoe" (he added) immediately after the
exclamation mark in S7, is indicative of the narrator's presence who, by using this

expression, assures the reader that these are the character's words.

Indices of FIS in example 17

1. Use of the S. Past and of the conditional.

2. Third-person verb forms.

3. Expressions peculiar to the character's idiolect.

4, Intensifying adverbs and similes.

5. Appearance of the co-ordinating conjunction "kat" (and) in initial position.

6. Typographic markers (i.e. question marks, exclamation marks and dashes)
produce the impression of speech.

7. Contracted forms, e.g. "©d ’tave",

18) - 6d mdw 1y’ dxwoils, Mei. "Epxeote pall pou, k. Evvéln; Od

kohvptMoovpe Kiohas. T6 yiatpd 8év Téve kald yiatl Avmdpar 76
KOOTOUHL TOU...
(1)*O 8dokalos eUxaptoTel TOAG AMAd SioTdler. (2) Méoa oé TéToLa
kam! (3) B4 faloTel xwpls d\ho. (4) Bd movokedalidoelr. (5)"Emeita,
ketvos 8év umalver o716 vepd éxTés... oTé xapdpi. (6) Aév
KOAULLTITOE TOTES TOU.

(2. MYPIBHAHZ: H AAYKAAA ME TA XPYZA MATIA, 198)

In this passage FIS is found in combination with DS. The main character's

invitation is rendered in DS. The teacher's decline of the invitation is presented in FIS
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and thus reference to the speaker is in the third-person pronoun. Sj is narration as
indicated by the descriptive phrase "0 8dokalos” (the teacher) used by the narrator to
refer to the character, instead of the character's name that is used by the main character.
The teacher's hesitation is expressed in FIS as elliptical exclamatory S, denotes. The
use of the future, i.e. the combination of the particle "0d" with the perfective non-past
in the next two brief sentences (Ss 3 and 4), is indicative of the excuses he makes to
avoid going for a swim. In S5 the appearance of the conjunctive adverb "émetra"
(besides), along with the expression "Xwpls &Ao" (without doubt) and the
suspension marks to emphasize the fact that the character only has Turkish baths and
that he never swims in the sea, and at the same time to express the humorous tone of
the original, are further indications of the FIS style. Finally in Sg the teacher's

admission that he has never swum, reinforces the effect of FIS.

Indices of FIS in example 18

1. Exclamatory elliptical sentences.

2. Suspension marks for emphatic reasons.

3. Brief sentences.

4. Conjunctive adverbs.

5. Expressions that denote certainty.

6. Self-reference is in the third-person.

7. Use of a variety of tenses, i.e. future, present, past in accordance with the

context.

19) °‘H Mapla Tapdxnke. Zdv vd piv 76 meplpeve aiTo.
“Eyd 8d pelvw.
- Tlds 64 pelvels;
- Mé v Kartiva.
- Aé ylvetar. TId Td 18a 64 "xoupe;
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(1) T4 i8a kal xelpdTepa ywrkave. (2) ‘H Mapla 8¢ 6d vyuploet
o™ ‘EXd8a. (3)"Oxt. (4) Té &Eéper, mds 6 Tdvvns 8¢ pmopel vd
pelver md €80, €xeL Souvlelés kdTw. (5) Md aldTd 6d pelver o1é
Mmiappits, a1é EevoBoxeio. (6) Tlowés 8d Tiv meLpdéer;
- Mé meipdleL épéva, ékave 6 IMdwnms dyavakmopévos.

(6. TETZAAHZ-AIOMHAHZ: MAPIA TIAPNH, 85)

In this passage there is a slip from DS to narration and finally to FIS. The
appearance of the narrative sentence "7d. 18ua kal xeipdtepa yuwrikave" (the same
things and even worse happened) signals FIS. FIS is typographically indistinguishable
from narration with the exception of the use of the question mark at the end of the FIS
passage (S¢). In Sy the use of the future tense, which is further intensified by the
negative particle "8¢", denotes the character's determination to stay in France without
her friends. In S4 the employment of the deictic "é8®" (here) and of the adverb "kdtw"
(down), which refers to the character's country, is indicative of the character's deictic
perspective. The emphatic use of the co-ordinating conjunction "pd" (but) in initial

nx

position in Ss, the direct reply "0xL" (No) in fragmentary S3, the employment of third-
person forms and of the demonstrative pronoun "ayT" for self-reference, and the
appearance of interrogative Sg at the end of the passage, intensify the impression of

FIS, which ends with a shift back to DS.

Indices of FIS in example 19

1. Third-person forms and demonstrative pronouns for self-reference.

2. Use of the future and of the present tense in harmony with the tenses of the
foregoing dialogue.

3. Appearance of space deictics that belong to the character's deictic perspective.

4. Occurrence of the co-ordinating conjunction "pd" (but) in initial position.

5. Direct replies.
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20) (1)’ Apvvopévm v Mapyapd fipxioe vd dvedidn tiv xtpav kal Thv
képny Ts. (2) MAmws abTés Aoav xadAiTepes Tdxa; (3)*H 64 pds i,

1

mhs mdvTpePe TdXa THY képnv TS, K €vav hoboTpo, éxel, kal
aTtols Tpels pfives Thv émfipe wd\ wlow; (4) Oebds Eéper dv elval
pé otedpdvi. (8) "H mds dydpace, Tdxa, plav otedavobikny, ki
EBalev émBelkTikds Td oTédava owpd oTd elkoviopatal (6) Kal Tl
KOUKAOTTAVTPELéS €lvar abTésl.. KAT.

(M) 'H Zadelpawva éfepdvn évavtiov Ths Eévns. (8) AdT vd é&xm
oTtépa, vd i kakév yud Ty képnv Tnsh.. (9) Tlpémer vd whovy
mphTa T6 oTépa TS, Yd V' dvadépn T Svopd Ts. (10)’ Akols éell
(11) wd Tétowa, pud wodbmadn kal moluTexviTiooa, pid mopmwpévn,
vd &xn TOMun vd Bydln Tpels mbapés yhdooa, vd Aéym, ki &Aa, yid
16 koplToL T6 8iké Tms, Moy elvar odv T6 kplo vepd, elvar kal

dbaiveTarl...

(A. TTATTAAIAMANTHZ: Ol KOYKAOTIANTPEIEZ, 175)

In the first paragraph of this passage the opening sentence is narration. In S5,
however, there is a shift into FIS as denoted by the interrogative and exclamatory
sentences, i.e. 2 to 6, which suggest features of speech. The use of colloquial words
and expressions, which are characteristic of the spoken language, e.g. "oupd" (next

~

to), "Od pds " (she will tell us), "Beds Eéper" (God Knows) and the occurrence
of the conjunctions "f" (or) and "kal" (and) in initial position also signal FIS. S 5, in
which the conjunction "f" (or) appears for the second time, does not exhibit
subordination because the writer wishes to avoid the repetition of the reporting verb

o

"©d pds " (she will tell us). Furthermore the use of words of uncertainty like
"rdyxa" and of the conjunction "ufinws", to introduce interrogative S», are further
indications of FIS. The suspension marks at the end of the paragraph and the
appearance of the word "kAT" (etc.) denote the presence of an intervening narrator who

gives the reader a sample of the character's long speech which probably continued in
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the same style. In the immediately following paragraph the novelist uses FIS to render
the widow's answer to what Margaro has said against her. In this way the reader can
have a flavour of the argument between the two women. S7 is narration and the verb
"¢Eepdwvm" (she was furious) is a signal of FIS. The rest of the paragraph is in FIS as
indicated by exclamatory Ss 8 and 10, and by the use of independent25 vd-clauses
which express the widow's anger at the false accusations (Ss 8, 11). The impression
of FIS is further intensified by the appearance of colloquial lexical forms,26 like
"réTola" (a woman of her kind), "mroAUmadn" (experienced), "mopmiwpévn" (one

4"

with a bad reputation) in Sy, by the repetition of the word "pid" in front of the
previous words to express the character’s indignation and personal opinion about the
other woman, by expressions such as "vd Pyd{n y\ldooca" (saying bad things),
which is further intensified by the phrase "tpels wmi8apés" (three inches), by the
possessive pronoun "16 8k ™s" (her own), by the simile "odv T6 kplo veps"

(fresh like a rose) and finally by the widow's affirmation that her daughter is not only

fresh like a rose but looks like one.

Indices of FIS in example 20

1. Interrogative and exclamatory sentences.

2. Colloquialisms.

3. Lexical repetition for emphasis.

4. Appearance of the conjunctions "i" (or) and "kai" (and) in initial position.
5. Words that express uncertainty.

6. Conjunctions peculiar to the spoken language.

7. Lack of subordination.

8. Similes.

9. Possessive pronouns.

25In M.G. independent vd-clauses, i.e. clauses in which vd governs a main verb, are used to express
commands, wishes, surprise, protest, indignation etc. (sec Hesse, 1980: 71).

26F1S, as Farinou (1984: 280) observes, abounds in Papadiamantis' novels. It can be easily identified
because it occurs in the informal demotic whereas the narrator uses the formal Katharevousa.
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21) (1) - Eixate émonpdvel Timota 76 UmomTo Ohes ToUTES TS Mpépes;
(2) "Oxt. (3) TimoTa d4molUTws 8év elxe dvTiAndBel. (4) Kavéva
YmomTo, kavévav dyvwoTo, woU vd meprodidfrnke dpyomaTwvTtas. (5)
Kavéva wol vd otapdtoe kal vd éEétale Tis mpobfikes, THv wépTa,
T oTepedTnTd Tous. (6)"Exherce oTils pid kal pod. (7) Mopwoe otis
Téogepis mapd TéTapTo. (8) Aowvméy 1| klom &ywe péoa o’ avTés
Tl 8lo Opes.

@) - Ol UmdAAnhol oas €lvar Sokipacpévor; (11) KieldwoaTe o€ls;
(11) Naf, ol UmdA\Anho. eltave Sokipaopévor. (12) Kal v wépra,
émws wavTa, €kieloe 6 18L0s.

(13) - Aév €ixate katePfdoeL Td oL8epévia pold;

(14) Tpds T, pépa peompépt, oTév mb kevtpikd kal moAvolyvacTo
Spbdpo Ths Abrvas.

(15) - Ka\d, €lme, pmopeite vd mmyalveTe.

(16) - Tlob vd mdw...

(. MA'KAHZ: Ol ZYNETAIPOI, 282-3)

In this passage the owner of a jewellery shop is in the police station reporting the
break-in at his shop. The police officer's questions are all in DS, as indicated by the
dashes at the beginning of his words, whereas the jeweller's answers are rendered in
FIS with the exception of his last answer which is in DS.

The character uses third-person forms to refer to himself. The majority of tenses
are in the S. Past but the character also uses the Past Perfect in S3 to be in harmony
with the tense used by the police officer in his questions (i.e. Past Perfect). Direct
replies like "6x1" (No) in Sz and "Nai" (Yes) in Sjj, the repetition of the word
"wavéva" (no-one) in Ss 4 and 5, the character's brief answers to refer to his
movements such as "ékheloce oTls pud kal pLoR" (he closed at half-past one),
"yipioe oTls Téooepls Tapd TéTapTo" (he came back at a quarter to four) in Ss 6

and 7, and the initial position of the co-ordinating conjunction "kal" (and) in Sy,
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create the impression of speech. In addition, the jeweller's reply to the police officer's
third question is characterized by lack of verb forms. His short phrases, which occur
one after the other separated by commas, and generally their informal style indicate

directness (S14). A shift into DS in S1¢ denotes the end of FIS.

Indices of FIS in example 21

1. Self-reference is in the third-person.

2. Paratactic use of sentences.

3. Brief sentences, some of which are elliptical.
4. Repetition.

5. Co-ordinating conjunctions appear initially to suggest speech characteristics.

All the above quoted examples (15 to 21) appear in authorial narration. The next

three examples (22 to 24) occur in figural narration.

22) (1) Aé duwvake. (2)°Ambpewve oTiv dykald Tou, €ToL, pappapwpévn,
Td pdria s péoa otd pdria Tob dyopiod. (3)"Emeita, Eéomace pid
dhvapia vevpiky: (4) - Tiatl, Tob Mer, viatl; ©) TiGs Tékave; (6) Ti
mepLpével dmé ToUTO; (7) Tupa 04 mder dulaxs - (8) 76 Eéper mhds
84 maer dukakt;...

Ths &odlEe T péon.
(K. TIOAITHZ: EROIC A%, 193)

In this extract FIS is signalled by the typographic markers which are normally
used to introduce DS, that is the colon and the dash (S4). The interrogative nature of

Ss 4, 5, 6 and 8 denote the character's anxiety who refers to the other character by

27 Although Eroica isa homogiiegetic narrative, i.e. it is related by a witness-participant narrator, most
of the story is rcconstt]ructcd in the mode of an heterodiegetic voice (i.e. third-person narrationi. The
eye-witness narrator has access to the characters’ mind "though technically speaking an eye-witn
narrator should know nothing except what he or she has seen or heard" (Lan);cr, 1981:g159-(3,0).“’;}hise 81:
the reason why passages from Eroica are analysed along with third-person narratives.
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using the third person rather than the second person which is employed in a dialogue.

The repetition of the conjunction "yiat(" (why) in S4 and of the phrase "6d nda.

dudaxn

2t

(he will go to jail) in Ss 7 and 8, the emphatic use of the deictic "twpa" (now)

in initial position in S7 and the use of suspension marks at the end of the extract

reinforce the character's nervousness and at the same time serve as signals of FIS. The

tenses used in this extract are mainly the present and the future which are usually

encountered in DS.

23)

Indices of FIS in example 22

1. Typographic markers such as dashes, suspension marks and question marks

suggest spoken language.

2. Repetition.
3. Initial position of present time deictics for emphasis.

4. Use of present and future verb forms.

(1)’AMA 1 TLoOha T petdmeice. (2) TpbddTace vd eiBomorfioeL TéHV
“Enva pé 16 kamédo mus kwdlveve; (3)"Oxi. (4) ©d Tév ddnve
zouméy vd Tpuyvpller dvideos péo’ omi dwmid; (B) Kiu ddod W Ndav
kaTolkoboe 0TS dpovpro Tob ¢€xbpol, pé T4 yuvaika TOD
Seopodihaka oOppaxsd s ddoowwpévn, 8év ATav Tpéa vd Tpéxel
yid mapnyoptd oTé wapehddv; (6) Aév Ths €leye vd mepdoow pali
tls yLopTés: &€ 04 Saokédale pé ™) owTtpodld €évds dvdmmpou kal
pds ovxTas MAtktwpévwy povtak@v. (7) AN yd 76 pepeyidy
pmopolboe vd TAs éfacdakloer pid wpdokinon damé dblhovs s,
dvopiTous TAS kakiTepns kowwvlas, mol elxav xal yoboTo kafl
tdxT. (8)°H Ndv, edyevkd, Tfis €8woe vd kataldfer mhs aitd 8¢

yiveTat.

(2. TZIPKAZ: H NYXTEPIAA, 1656)
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This example of FIS is found embedded in a narrative context. The only
typographic indices of FIS are the question marks in Ss 2, 4 and 5 and the use of the
semi-colon in Sg, which are quite inconspicuous at first sight, because these markers
are also employed by the narrator in his narration. However, the use of mainly the S.
Past tense and of the third-person pronoun, rather than the second, are further
indications that this passage is an instance of FIS. Despite the presence of
subordination it gives a fair account of the original conversation. Other features which
indicate directness are the way one character refers to the other character's friend in S»,
i.e. she uses the descriptive phrase "tév “EXAnva. pé 16 kaméiho" (the Greek with
the hat) rather than his name, which she probably does not know, and the main
character’s direct negative reply in the immediately following sentence. In addition, the
conjunction "Aoumév" (well), which suggests features of speech in Sy, the initial
position of the co-ordinating conjunction "ki." (and), and the deviant word order of the
phrase "oppaxé s ddoowwpévn” (her loyal ally, lit. her ally loyal), with the
adjective?8 appearing after the noun in Ss, serve to signal FIS. Finally the use of
expressions which are peculiar to the spoken language, such as "8év Tfis é&\eye"
(she wasn't telling her) in Sg, and of the doubled "kail" (and) in S7, which in the
spoken language emphasizes the words that immediately follow it, further identifies

this passage as FIS.

Indices of FIS in example 23

1. Conjunctions characteristic of the spoken language.
2. Co-ordinating conjunctions in initial position.

3. Direct replies.

4. Expressions peculiar to the spoken language.

24) «(1) Kal 8&év 76 &épate, kupla 'AXikn 8T petakopnloave; (2) Mob

kdver évtimwond (3) Tlfipe dképa €va mafipddi, pé wpoooxh T6

28In M.G. adjectives "receive special emphasis” ,
Mackridge, 1985: 194). P when they appear after the noun they modify (sce
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oTpwiveL BolTupo, pappeddda. (4) -"As pn voploelr 1 kupla *Alikn
mds TV Eéxace, €tuxe pévo mpbdmepor Td XpioToUyevva ¢vd
BplokéTave oThv’ Abdva Umé dvdppwon... vd, N d\jera elvar Tds
dméduye. (5) 'Extés mod & Tpavpatiopds Tolxe ddfoer €va eldos
woavBpwnia, pid vmoxovdpla.. émerta ki 6 XpfioTos dulakiopévos
oté MaxpoviioL, €va pdtL dv é€Bheme Tév TléTpo vd pmalver 016
omltt Tns, éxev yeploer 6 Témos TLlwa kal kataddéTes, Odrtav
¢mkivbuvo. (6) Kal wdl BéBara Aoydpiale... Spws é€duvye Téoo
Eadvikd dmé Trv 'Abfva TéTe, 8Ev dmoxaipértnoe «kavéva,
dwpoo8éknTa SiakéPave THV dvappwTiky Tou d8eia kal TéV
Eamootelave oT Bbpero ‘EXNdBa oTd olvopa, Tdxer kdTL TéTia O
oTpaTtds... (1)°0 TéTpos ovikwoe T6 wafipdSi kal T6 keddA Tou: (8)
«Mé T unTépa pou 8¢ PreméoaocTe kabdioup»

(A. KOTZIAZ: O TENNAIOZ THAEMAXOZ, 38)

The first two sentences in this passage are DS with the character's words
enclosed within quotation marks. The third sentence is narration. The first part of this
sentence is in the simple past but the second part, immediately after the comma,
appears in the present tense. The change to the present tense in combination with the
use of the adverbial expression "pé wpoooxn" (carefully) and the paratactic
appearance of the words "BoyTupo” and "papuerdda” (marmalade), which are
separated by commas rather than being connected by a co-ordinating conjunction,
prepare the ground for the appearance of FIS. The dash is a further indication that what
follows is rendered in FIS. Suspension marks are used throughout the passage for
hesitations and changes of topic. The tense used is the present with past tenses
employed only where the speaker would have used them in DS. The speaker's
reference to himself is by third-person forms. However, there is one instance in which
there is a reference to the character by his name, i.e. "rév TIéTpo™ (Peter), which

suggests the presence of a narratorial voice. The paratactic use of the sentences in this
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passage creates the impression of spontaneous speech (e.g. Sg), which is further
reinforced by the appearance of colloquial words and phrases such as "vd 1 d\fifeLa
elval” (well, the truth is) in Sg, "T{{na" (geniuses) in Ss, "\oydprale" (he meant
to), "Tév EamooTelAave" (they sent him), and "TdxeL kdTL TéTia & oTpaTés"
(these things happen in the army) in Sg. The last suspension marks in S¢ indicate the
end of FIS, which took place while the character was spreading butter and marmalade
on his rusk. The sentence that immediately follows (S7) is narration and the character
is depicted as being ready to eat his rusk. The question that follows is in DS and is

introduced by a colon.

Indices of FIS in example 24

1. Use of the dash to introduce FIS.

2. Suspension marks for hesitations and changes of topic.

3. Self-reference is in the third-person and by the character's name.
4, Parataxis.

5. Colloquial lexical items.

Before turning to the analysis of the technique of FIS in first-person narratives

we will briefly mention the use of FID in first-person literary texts.

2.7. FID in first-person narratives

Discussions of FID were at first restricted to examples from third-person
narratives since in such narratives the mingling of the character's speech and thought
with the narrator's voice is more clearly demonstrated. This emphasis created the
misleading impression that FID was characteristic only of third-person narratives. This
thesis, however, has been contradicted by modern critics and examples of FID in first-
person narratives have been given. For instance, Bronzwaer (1970: 56) has pointed

out that FID can occur in first-person narratives but it is denoted by a different set of
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transformations than those used in third-person narratives. In third-person narrative
texts, for example, FID uses the same person and tense system as IS. Nevertheless
this distinctive feature is absent in first-person narratives in which both character-I and
narrator-I, in Bronzwaer's terminology, use the first person. Bronzwaer believes that
Hamburger's misjudgment that FIS cannot be found in first-person narratives, because
in such narratives the epic preterite has its genuine function of denoting pastness, and
consequently her exclusion of first-person narratives from the realm of fiction, can be
attributed to her inability to recognize the different set of transformations involved in
the perceptibility of FID in first and third-person narratives. The reader, Bronzwaer
continues, can identify passages of FID in first-person narratives through the presence
of verbs or expressions of inner state or by other linguistic features, i.e. features
characteristic of the spoken language such as repetitions, emotive words etc. These
indices help him to differentiate between the narrator-I and the character-I. In addition,
as Bronzwaer has noted, the tense systems of narration and FID are different in first-
person narratives because the preterite in FID assumes the function that the present
tense has in narration, i.e. that of a gnomic present. Thus the different tense systems
can also aid in the differentiation between narrator-I and character-1.

Cohn (1978: 167) has also shown that FID occurs in passages in which the
experiencing self (i.e. Bronzwaer's character-I) is present, that is when the emphasis is
on it. Her examples mostly account for the use of the technique for rendering inner
processes rather than speech. Stanzel (1984: 221) observes that FID can also be used
for reproducing speech since the degree of knowledge of the narrating self is not as
limited as it is when it concerns the rendering of thoughts. In thought presentation
there is "a narrowing of the focus of the presentation on the experiencing self in its
Here and Now" whereas in speech presentation FID can be used to present the speech
of other characters (op. cit., 224). However, as Stanzel remarks, the effects produced
by FID with regard to speech and thought presentation seem to be different in first-
person narratives. The effects of FID will be examined in detail during the analysis of

speech and thought modes in the present Chapter and Chapter 3.
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Thus FID can also be encountered in first-person narratives, though not as
frequently as in third-person narratives because of its general structure, i.e. the
experiencing and the narrating self are the same person.

Next we will proceed with the analysis of FIS in first-person narratives.

2.8. FIS in first-person narratives

25) (1) Tis &Parav ol koméles éva pet{nmL oTé xépL Kkal Eduye.

(2) =16 MéhuBo; (3) Méoa aTod Aikouv T6 oTdépal (4) TlakaBy, Aéyw,
8d ‘tave TovTn 1M ypid. (B) Tdpa woy T6 ’xav dxTL vd Téve
EepmepdéPouv Tobpkor kal XpioTiavoll 6) "Oxt. () Nd mwebdveL
ka\iTepa. (8) ‘O Baolins 8év elvar éva woppdti pmayidTiko kpéas,
vd 16 plEovve oTd xaoambokuka, ToU weppévovv Tewaopéva. (9)
Nd ToD dépovv 4w T oTpwparobéon T6 xavtldpt. (10) Nd PBdler
kdtTou T6 TOSL Tovu, vd Tod kaTePdoer pid, vd T6 Xwploel, vd mdel
oty dpyl T6 dTipol

(11) OL mévoL Téve Tpéiawvav.

(2. MYPIBHAHZ: O BAZIAHZ O APBANITHZ, 102)

This extract appears in a narrative which is related by a homodiegetic witness-
narrator, who on the opening page of the novel explicitly refers to his intention to relate
the story of the main character Vasilis, whose heroic deeds made a lasting impression
on him when he was young. The above quoted passage renders Vasilis' FIS. It is
embedded in a narrative context as narratorial Sy denotes. The two elliptical sentences
that immediately follow (i.e. Ss 2 and 3) and the exclamation mark at the end of S3 are

the first indications that the homodiegetic witness-narrator?® has switched to a different

29The role of the witness-narrator ir} this novel is restricted to presenting only the speech of other
characters unlike the narrator of "Eroica” (see ff. 27, p. 80), who has access not only to the speech but
also to the consciousness of other characters. Thus the witness-narrator of "Baciins * ApBavitns”
functions like an autodiegetic narrator. As Stanzel (1984: 224) remarks, autodiegetic narrators can use
FIS to present the speech of otheg c!laracte{s l}ecause, as far as speech presentation is concerned, their
degree of knowledge is not as limited as it is when it comes to rendering thought. For that reason
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form of speech presentation. S4 renders the character's FDS as the use of the verb
"\éyw" (I say) in medial position and the omission of quotation marks indicate. In S5
the employment of third-person forms, lack of subordination, the combination of the
present time deictic "Tddpa" (now) with the past tense verb "16 "xav" (they had sworn)
and the exclamation mark denote a switch to FIS. The impression of FIS is reinforced
by the appearance of the direct reply "6x1" (No) in fragmentary S¢ and by the
appearance of the independent vd-clause to express the character's wish in §7. The use
of the character's name for self-reference, the comparison he makes to the hungry dogs
waiting outside the butcher's shop in Sg and the use of the subjunctive form "vd Tod
dépowv"” (they are to fetch him) are further indications of FIS. In Sjq the paratactic use
of the vd-clauses, the use of the oath "omjv dpyn" (to hell) and of the exclamation

mark at the end of the sentence aim at producing a sense of the spoken language. The

shift into narration in Sy signals the end of FIS.

Indices of FIS in example 25

1. Present-time deictics combine with past tense forms.

2. The mark of exclamation reproduces features of the spoken language.

3. Direct replies.

4. Lack of subordination.

5. Use of third-person forms and of the character's name for self-reference.

6. Oaths.

26) (1) Supdwvder kal kelvm pall pov vd pé dmomaipver xapmiédwva: T8
BpayvoiToiko Aaxdviaopa odv T payudtikn adpa ol xaidever T6
avtl: (2) VevTnsl.. Yevms kal dvootosl... (3) "Etoi, vd 16 Eépuw,
hoéy, avTh éxer TH Soukeld s. (4) TlédTer dmé Tiv dpbooTacia;
(5)"E, ds wédter - Ti pé péler épéva; (6) "Exer 16 po66 T,

minpdveTaL... €lvar dvedptnm.’ Avekdptnm! (7) Kal 76 dmayopeter -

"Baoiins "AppaviTns” is analyzed along with first-person narratives. (For a detailed analysis of the
narrator's role in this particular novel see Andronikos, 1985: 85-122).
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(8) dkovw; (9) Aé Blver 16 Bikalwpa oThv «kdbe doTorxelwTn
«pddpTpar... (10) - Nai, vai, oword! Tfs Yvédw pmepdepévos oTé
kouBdpt TR dywvias m™s.

(A. KOTZIAZ: O EQZ$O0OPOZ, 162-3)

In this passage one character has been criticizing the other annoyed by his
behaviour. FIS is indicated typographically by the use of the colon30 in S5. The
pronoun and the tense selection is consistent with the overall style of the narration. The
character employs the third-person rather than the first to refer to herself and the first
rather than the second to refer to the other character. The tense used is the present,
which is the tense of DS. The typographic marks of exclamation and interrogation give
a speech-like emphasis to the passage. Dashes indicate self-interruptions whereas
suspension marks denote incomplete, unfinished sentences. Use of interjections such
as "€" (Oh), repetition of words such as "PpevTng" (liar) in Sy and "dveEdpTnTn"
(independent) in Sg, which reveal the character's anger, colloquial expressions such as
"r{ pé pélev épéva” (what has it got to do with me) in Ss, and finally words, which
are enclosed within quotation marks for emphasis, but at the same time are indicative

" 4

of the character's contempt, i.e. "pd¢Tpa” (dressmaker) in Sg, aim at recreating the

character's manner of speaking.

Indices of FIS in example 26

1. Use of the colon to introduce FIS.

2. Exclamation and question marks for speech-like intonations.
3. Dashes for self-interruptions.

4. Suspension marks for unfinished sentences.

5. Repetitions.

6. Interjections.

7. Colloquialisms.

30 ethcoe (1969: 85) has noted that in French a piece of FIS is usually preceded by a colon.
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8. Words enclosed within quotation marks for emphasis.

27) (1) Tov elma yia ™ Aéva, kaL mws WTav To koplToLpov. (2) YoTepa,
EexdpdwTa, mdoa xpévia elxe Ty d8eia yia To Takl. (3) Ma 8ev
Atav 8ké-Tov T apdfi, Sovheve pe TOo XLhbpeTpo. (4) lNa Ta
paMid-Tov, mouv Td ’koBe kovTtd; 5) I'ovoToTou.

(N. KAZAATAHZ: AIOZ, 131)

This first-person narrative occurs in a third-person short story. The first sentence
is narration. Then in S there is a shift into FIS as indicated by the lack of a reporting
clause such as "Tov pudTnoa” (I asked him) to which the reported clause "téoa
xpévia elxe v ddera yia To Tafl" (how many years he had the taxi licence)
would be subordinated. The reported clause has the syntactic form of a question
despite the absence of the question mark at the end of the clause. Another signal of FIS
is the use of the third person rather than the second person which is employed in direct
questions. S3 begins with the conjunction "ua" (but), which is characteristic of the
spoken language when it occurs in initial position. In addition, the speaker uses the
third person instead of the first in referring to himself. The appearance of the question
mark in S4, which is also not subordinated, gives a speech-like intonation to it. The
informal colloquial forms "apd€L" (car), instead of the narrator's "avtok{vnTo", and
"yovoTo Tou" (that's the way he liked it) in Ss 3 and 5 respectively, are characteristic
of the speaker's idiolect and a further indication of FIS. The tense employed
throughout this passage is the S. Past tense which is the tense of the narration.
Contracted forms such as "’ apd€L" (the car), which normally signal FIS, also
abound in the narration and for that reason in this particular passage they cannot be

considered as indices of FIS.
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Indices of FIS in example 27

1. Lack of subordination.

2. Third-person forms for self-reference.

3. Conjunctions characteristic of the spoken language.

4. Words and phrases that belong to the character's idiolect.

2.9. Summary of indices of FIS in first and third-person M.G.

Narratives

The analysis of the passages of FIS in M.G. fiction has shown that there is no
need for FIS to be dependent on the presence of the third person and of the S. Past
which, however, is the norm. It would be more accurate to say that the selection of the
tense and the pronoun is always consistent with the form of the narrative context in
which FIS appears. This can account for the variety of tenses (i.e. S. Past31, Present,
Future, Conditional) and of pronouns (i.e. third and first) used in FIS passages.
Furthermore although FIS, in most cases, is characterized by absence of subordination
there are instances of FIS which exhibit subordination. Nevertheless, they are still
considered as FIS passages because of the occurrence of other markers that identify
them as such. In this respect we will disagree with Leech and Short (1981: 331) who
claim that the presence of any single feature from any of the three linguistic levels (i.e.
grammar, lexis, graphology) is sufficient to characterize a passage as FIS and we will
agree with Lethcoe (1969: 177) who has noted that such indices usually appear in
clusters. Thus they more readily distinguish instances of FIS from narration. Lethcoe
(op. cit., 79) has identified two broad categories of signals, namely contextual and
linguistic, which help to differentiate FID, or "narrated speech” as he calls it, from

narration.

31The appearance of different tenses in FIS passages can also be attributed to the fact that indirect
speech in M.G. can retain the tense system of DS. In this case there is merely a pronominal change
from first to third-person pronouns (see Section 2.2., 59-60).
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With reference to M.G. fiction we have noticed that the authors give indications
of the shift into FIS either by using verbs or expressions equivalent to verbs of saying
(examples 15, 16, 20, 22) or by describing the character's emotional state (example
17, the second paragraph in example 20).

FIS can occur either in passages of narrative context (ex. 23) or in the form of
dialogue with one speaker using DS and the other FIS (ex. 21). It can also be inserted
within a piece of DS (ex. 19).

Apart from the above mentioned contextual indices there are also linguistic
indices. Linguistic indices are these elements which, appearing in a narrative context,
give the impression of speech to what may otherwise appear to be narration. Lethcoe's
linguistic signals belong to the three linguistic levels of grammar, lexis, and
graphology. The indices identified by Lethcoe are also present in M.G. passages of
FIS.

Typographic markers such as exclamation and question marks are frequently
employed by M.G. novelists to give a speech-like intonation to an entire sentence
(examples 16, 17, 25) or to a part of it (ex. 16). Other features of directness include
dashes (examples 17, 22, 26) and suspension marks (examples 24, 26) for pauses and
unfinished sentences or changes of topic respectively, and the use of the semi-colon
(ex. 16) and of commas for reproducing an impression of spontaneous speech. The
colon (ex. 23) along with the dash are used as introductory markers of either DS or
FIS (examples 21, 24). Individual words can be given a special emphasis by being
placed within quotation marks32 (ex. 26).

Lexical items that indicate FIS are colloquial words or expressions, which are
characteristic of the character’s idiolect (examples 20, 25, 26), repetitions (examples
20, 22), contracted forms which are common in the spoken language but not in formal
writing (ex. 15), emphatic particles (ex. 16), intensifying adjectives and adverbs (16,

17), interjections (16, 26), words or expressions of affirmation (ex. 18), denial (ex

32y; is worth noting that italics, which are the printed equi

\ S, quivalent to oral emphasi
expressions, are sparsely used in M.G. novels and they are more likely to appé)ar isr:sn?cfd‘:r?lr?li\?:ld
published quite recently rgther l!lal:l in olq ones. The low frequency of italics can probably be attrib cs
to absence of the appropriate printing facilities rather than to any other kind of reasons ¢ "
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21), uncertainty (ex. 20), use of similes and of idiomatic expressions (17, 20), and
generally any lexical form which is characteristic of the emotive-expressive function of
language.

Syntactically FIS is signalled by parataxis (ex. 24), fragmentary sentences (ex.
21), ellipsis (ex. 18), use of co-ordinating conjunctions in initial position (17, 19, 21),
which function as interjections and emphasize the whole sentence, lack of
subordination (20, 25) and generally by any syntactic structure that recalls spoken
language.

For ease of reference the indices of FIS in first and third-person narratives will

be summarized as follows:

Contextual Indices

1. Verbs or expressions of saying, e.g. "AtapapTupnfnkav” (they protested).
2. Verbs describing the character’s emotional state, e.g.” EEepdvn" (she was

furious).

Linguistic Indices

a) Typographic Markers

Use of all typographic markers in an attempt to create an impression of the

spoken language.

1. Exclamatory and interrogative marks convey an impression of speech.

2. Dashes suggest pauses and self-interruptions.

3. Semi-colons and commas recall features of the spoken language.

4. Suspension marks indicate unfinished sentences, hesitations, changes of

topic.
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5. Words enclosed within quotation marks produce special emphasis.

6. The colon or the dash may be used as introductory markers of FIS.

b) Grammatical/Syntactical Markers

1. Self reference is in the third-person pronoun and generally in the third person.
The use of demonstrative pronouns or of the character's name is also
possible.

2. Tenses are consistent with the context in which FIS occurs. The S. Past, the
Present and the Future are the tenses commonly used.

3. Deviant word order, i.e. appearance of an adjective after a noun, initial

position of co-ordinating conjunctions such as "katl" (and) and "pd" (but).

. Brief sentences.

. Ellipsis.

. Lack of subordination, at least in most cases.

. Appearance of syntactically independent subjunctive forms.

. Paratactic use of sentences.

O 0 N N W s

. Use of present time deictics. Their combination with past time tenses is also

possible.

c) Lexical Markers

1. Colloquialisms.

2. Idioms.

3. Lexical forms peculiar to the character's idiolect.
4. Lexical repetition.

5. Similes.

6. Interjections.

7. Lexical fillers.
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8. Contracted forms.

9. Emphatic particles.
10. Intensifying adjectives.
11. Words or expressions of affirmation, denial, uncertainty.
12. Oaths.

13. Conjunctive adverbs.

Having identified the markers of FIS we can now turn to the examination of its

effects.

2.10. Effects of FIS in first and third-person narratives

Despite Bally's claim that the main characteristic of FID is objectivity of
reproduction which, as a result, excludes both sympathetic and ironic narratorial
mediation, modern stylisticians recognize FID as the mode which can create either
sympathetic or ironic effects. In certain cases it can be equivocal between the two.
Since in FID, as they remark, the character's focalization is combined with the
narrator's voice it is impossible for the narrator not to commit himself to attitudes of
irony or sympathy. Nevertheless, there is a tendency among critics to emphasize one
of the two functions of FID to the neglect of the other. For instance, FID is viewed by
Bronzwaer (1970: 66-7) as a vehicle of empathy33 whereas by Jones (1968: 173) as a
vehicle of irony.

With regard to FIS, critics have observed that it is more often used to create
jrony rather than sympathy (see Leech and Short, 1981: 334; Hernadi, 1972: 37). This
ironic effect is attributed by Leech and Short to the interposition of the narrator's voice
between the character's words and the reader which, as a result, distances the latter

from the character's speech.

33pillon and Kirchhoff (1976: 438) argue that Free Indirect Style indicates narratorial agreement with
the character rather than empathy. In Free Indirect Style the narrator's withdrawal in the background, as
they state, encourages the reader's sympathetic response but not necessarily the narrator's. In certain
cases Free Indirect Style "signals the narrator's suspension of judgment”.



95

The analysis of the technique of FIS in M.G. fiction reveals that FIS is used by
novelists to produce both ironic and sympathetic effects. Furthermore, the effects of
FID for the reproduction of speech in first-person narratives seem to be similar to those
in third-person narratives since FIS presents the character's speech more clearly than
DS and more accurately than IS or as Stanzel puts it "free indirect style as a technique
for the rendition of speech offers a very subtle possibility of characterization and
indirect commentary on the intonation of this speech” (1984: 223).

The effects produced in both first and third-person narratives are closely
associated with the context in which FIS appears. For instance, in the vicinity of more
indirect forms, i.e. when it is embedded in narration, FIS can be employed to create
immediacy because it is more direct than narration. In certain cases (examples 17, 23,
25) the omission of any explicit typographic markers (i.e. the colon or the dash) allows
the novelists to run narration and FIS together and to create the impression that they are
inseparable. FIS can either encourage the reader's sympathetic response to the
character's speech as in examples (22) and (25), which express the character's strong
emotional tension, or it can be used as a means of parody. In example (17) different
forms of speech, both fully integrated into the narrative, are employed to present the
different reactions of the character's parents to her decision to get a job. The mother's
positive reaction is rendered in FDS whereas the father's negative reaction is expressed
in FIS. FIS by paying more attention to detail shows how exaggerated the character's
reaction is and casts an ironic light on his words. Likewise in example (20) the narrator
withdraws from the scene and reports the characters' argument with ironic detachment
and at the same time in more detail than DS.

FIS can also be interposed between direct quotations as in example (15). The
transition from DS to FIS and vice-versa is indicated by brief narratorial sentences.
Since FIS appears in the vicinity of DS, it also creates directness. The writer has
probably used FIS in an attempt to vary34 the form of presentation. In example (24),

which occurs in third-person figural narration, the alternation of DS with FIS takes

34polezel (1973: 47) has noted that the choice of a particular mode is often determined by formal
factors, that is "the need for variation, the creation of a formal pattern rhythm, etc.".
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place in the speech of the same character. Short narratorial sentences facilitate the
transition from one speech form to the other. The character's excuses for failing to visit
the other character sound more natural and produce sympathetic effects when rendered
in FIS.

Similarly in example (19) FIS is signalled by the narrator's comment "1d 18.a
kal xeLpdTepa ywrjkave" (the same things and even worse happened). In the
sentence immediately following, however, the narrator disappears behind the character
and gives the reader a flavour of the character's emotional state. Despite the lack of
explicit typographic markers, which make it appear indistinguishable from narration,
FIS gchs a more detailed account of the character's decision to prolong her stay in
Italy than DS. In addition, the use of many direct speech elements produces immediacy
and the reader's sympathetic response.

FIS very often alternates with DS in reporting a dialogue. In example (21) DS is
reserved for the police-officer's straightforward questions whereas FIS is employed
for the jeweller's detailed accounts of his movements during the break-in at his shop.
FIS creates a distancing effect, without producing irony, and this is more obvious
when the jeweller switches to DS in the last sentence. Although he seems to be in
control of his feelings when his answers are rendered in FIS, the shift into DS denotes
the character's confusion and emotional tension.

In example (18) FIS is used for ironic purposes. Whereas the main character's
invitation appears in DS, the other character's decline of the invitation and his excuses
are presented in FIS which involves some sort of an ironic distancing.

The alternation of FIS with DS in a dialogue can produce sympathetic effects as
in example (16) in which the character's attempt to deny the fact that she is not feeling
well is expressed in FIS. In this example the inclusion of many direct speech elements,
at least more than we find in the character's DS, creates the illusion of immediacy.

The combination of FIS with DS in a dialogue can also be encountered in first-
person narratives (examples 26, 27). In both examples the main character's speech is |

expressed in DS whereas FIS is reserved for reporting the other character's speech. In
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example (27) FIS is used to report the taxi-driver's speech. Colloquialisms and words
peculiar to the taxi-driver's idiolect give the utterance a subjective colouring and at the
same time they do not sound as vulgar and rude as they would if rendered in DS.

In example (26) FIS is employed to express the character's emotional stress.
Repetition and the appearance of certain words within quotation marks indicate
spontaneity and create an effect of immediacy.

In sum, FIS can be used in both first and third-person narratives as a means of
creating either irony or sympathy. It should be noted, however, that FIS is not
employed as frequently as FIT in third-person narratives. It is even less frequent in
first-person narratives. Instances of FIS arise more often and are spread among a
wider number of characters in figural rather than in authorial narration. The main
reason is that in narratives dominated by a focalizer character novelists are interested in
presenting their characters' inner life directly and FIS in combination with the other
mimetic techniques can reinforce the effect of immediacy. Generally speaking it is the
mode that is thought to be more natural for rendering a character's excuses, denials,
protests. It appears more refined when it occurs in figural narration because in this
context FIS depends less on typographic markers and more on colloquialisms and on

dislocations of syntax which approximate to real speech.
2.11, Conclusion

In this chapter we have attempted an investigation of speech modes. Different
speech presentation techniques are employed to produce different effects.

NRSA, for instance, is the most indirect form of all since everything that is
reported is presented through the narrator's perspective. It is used for the summary of
long, insignificant stretches of conversation which would bore the reader and add
nothing to the progression of the plot. It is the technique with the most dominant

presence of the narrator.
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IS is another indirect way of reporting somebody's actual words because the
person who reports a conversation acts as an interpreter rather than gives a verbatim
report of the actual words spoken. IS is used in the present study to refer to either a
full or partial paraphrase of the content of a speech event. In the latter case it is,
according to McHale (1978: 259), "mimetic to some degree”. IS is the device which
keeps the reader at a distance because of its diegetic nature, which at the same time
allows it to be fully embedded in the narrative.

FIS occupies a midway position both grammatically and mimetically between D
and IS because it shares certain features with both of them. Its main characteristic is the
combination of third-person pronouns and of the S. Past tense with direct speech
elements (i.e. the emotive and expressive features of the spoken language). FIS is not
restricted to third-person narratives. It can also occur in first-person narration, though
not so frequently, and again it is recognized by the employment of the third-person
pronoun. The analysis of M.G. passages in both first and third-person narratives has
shown that FIS can produce either a sympathetic or an ironic effect depending on the
narrative context in which it appears and in general on the narrator's attitude towards
the characters. It can be identified through a number of indices, i.e. contextual and
linguistic, which usually create the impression of FIS by appearing in clusters.

DS is the technique which claims to give an exact rendering of a character's
actual words, at least in most cases, and to thus creates directness. Nevertheless, the
use of introductory reporting verbs and of quotation marks are indicative of the
narrator's presence. On the other hand, removal of the above mentioned features can
create the impression to the reader that the character's speech is presented more
immediately without the intervention of the narrator. When this occurs we have FDS.
This is the main reason why FDS can be considered as the most mimetic of all the
techniques of speech presentation.

Having considered speech presentation modes in the next chapter we will

concentrate on thought and consciousness.
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CHAPTER 3

THOUGHT PRESENTATION

3.1. Introduction

This chapter deals with thought presentation techniques which according to the

degree of the narrator's covertness are as follows:

a) NRTA (Narrative Report of a Thought Act).

b) IT (Indirect Thought).

¢) FIT (Free Indirect Thought and Consciousness).

d) DT (Direct Thought).

e) FDT (Free Direct Thought) which in its sustained form becomes QM (Quoted

Monologue).

There will be an analysis of passages from all five categories but special attention
will be paid to the technique of FIT, which will be examined last, and to the
identification of its indices, i.e. contextual and linguistic, in both first and third-person
narration. FIT is used as a blanket term to include not only reports of a character's
thoughts but also a reproduction of his consciousness (i.e. sense impressions and
imaginary states).

The effects of each technique will also be studied.
3.2. Narrative Report of a Thought Act (NRTA)
The category of NRTA has been coined by Leech and Short (1981: 337) to refer

to a mode of thought presentation where a character's thoughts are related by the

narrator in a summary. Thought presentation, however, as Leech and Short (op. cit.,
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345) point out, is an artifice even in its extreme indirect form (i.e. NRTA) because
thoughts, unlike speech, are not formulated verbally and they cannot be reported
verbatim. Furthermore they are not accessible to other people in real life. Nevertheless,
in literary narrative we accept that it is plausible for a novelist to have access to a
character's mind since this is the only way to find out about a character's thoughts.
Indirect forms of thought rendering in fiction appear to be more natural than their direct
counterparts which, by attempting to reproduce faithfully a character's thoughts, seem
unrealistic. Unlike NRSA, where the narrator's interference is noticeable and events
are presented through his perspective, NRTA invites the reader to view things from the
character's point of view since the character becomes the focalizer of fiction.
However, the narrator's attitude towards the character can influence reading and
control the reader's sympathetic or ironic response to the character. In ex. (1), for
instance, NRTA by appearing after the depiction of the character's dilemma in FDT
elicits more readily the reader's sympathy.

The following examples illustrate the use of NRTA in M.G. first and third-

person narratives.

1) (1)’ EdoPoiuny 8’ ékelvov. (2)"HBeda vd Tév éumodlow damé Tod vd
pé dxolovdrion. (3)’AMNd mds; (4) Nd Tév 8iatdéw vd émoTpédm
dmiow; (B)’'Enl Tiw mpoddoer;

(6)’ Empoomdfouv vd éEelpw Tév Tpdmov kal &év elploka.

(A. BIKEAAZ: AIATI EMEINA AIKHIOPOZ, 123)

2) Td pedétnoe kal Td favapeétnoe kal odv mépace THs mphTs
dpyfis 1 umépa, fTav N molTik Touv kavonopéum 1’ alTd Td Sub

AéyLa, dkla ki Umopowvn).
(A. ESTAAIQTHZ: O MANOAHS O NTEAMIIENTEPHS, 117)
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In the first example NRTA follows the character’s presentation of thoughts in
free direct form (Ss 3 to 5). The narrator resorts to NRTA in the last sentence of the
passage probably because he does not wish to bore the reader with another direct
report of the character's unsuccessful attempts to find a solution to his problem.

In the second example the phrase "Td pelémoe kal Td Eavaperétnoe" (he
thought things over and over again) suggests a narratorial summary of the character's
thought processes simply because the narrator is interested in reporting the character's
decision rather than giving a detailed account of how the character reached this

particular decision.

3.3. Indirect Thought (IT)

The category of IT has also been introduced by Leech and Short (op. cit.) to
refer to a representation of a character's thoughts. Its syntactic features are the same as
those of IS. The only difference is that the verbs of speaking in the reporting clause are
replaced by verbs of cogitation or reflection. Since direct perception of other people's
thoughts is impossible in real life IT, like NRTA, is considered as a more natural form
of thought presentation than the direct modes. This is due to the fact that in IT the
narrator commits himself to presenting the content of a thought act rather than to giving
a verbatim report of it. It is peculiar to literary narratives since the narrator has
privileged access to a character's mind. In addition, the narrator's affinity for or
detachment from the character can produce either sympathetic or ironic effects. The

following examples demonstrate the use of the technique in M.G. fiction.

3) Téte ¢éokéddny, 61 moTé, els OAqv THv {wiv povu, &¢v 6’
dmedpdorla vd {nTiow dmé kavéva dmé Tols ympaiovs, Tous
Bpaxuhdyous kal okvBpwmols yepolikous Tfis Baldoons, Tols
matlovtas wpédav kal kamvi{ovtas pakpd ToLpmoUkia, wpwl Kal

Setnwvdy, els Tév kadevév Tob yepoT{avidkov, vd pod Savelon T6
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? < 2’

«pehovkL», 8Ld vd umdyw O6lopdvaxos els pakpdv, [8téppubuov
falaocolay éxSpopnv.
(A. TTATTAAIAMANTHZ: TA POAINA AKPOI'TAAIA, 14)

4) *Exave T) okéyn TS kdbe PBpdSu TS mapeXBév yiveTar Bvelpo,
dpdopéas wou Béxetar T6 Belo éMEvipio, aiTé TS mpwTSyovo
8pocoéinpa THs Eumvevons.

(. AEAIOZ: ZE ANAZHTHZH TOY E®HMEPOY, 212)

3.4. Direct Thought (DT)

The category of DT has also been proposed by Leech and Short (op. cit.). In
form it is identical to DS except that the verb in the reporting clause denotes mental
activity. DT, like DS, suggests minimal narratorial intervention. However, in the case
of thought presentation any portrayal of a character's thought processes presupposes
the presence of an omniscient narrator. In DT, although narratorial interference is kept
to a minimum, thought presentation acquires conscious qualities, being in effect a
monologue, i.e. the character is talking to himself (see Leech and Short, op. cit., 345).
Despite the artificiality of the technique, which is due to the above mentioned
explicitness, DT is widely employed in traditional novels in an attempt to depict a
character's thought processes in a more actual way. It should be noted, however, that
narratorial comments that may precede or follow a character's thoughts can influence
the reader's sympathetic or ironic response to the character. In narratives in which the
narrator suspends comment sympathetic or ironic effects depend on whether a
character's thoughts are in tune with his personality.

The following passages illustrate the way DT is used in M.G. narratives.



5)

6)

7)

8)

9)
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Suloylfovpat: T Tdyxa pé pmodller vd mepdow 6oes pépes pod
dmopévouw dmdvov 016 ZdTo;... [..]

(. KONTOI'AOY: TIEAPO KAZAZ, 40)

«baiverar mds Bélovw vd W’ ddroow vd mebdvw», okedTSpouvva.

(. MATKAHZ: O TIEPITTAANOYMENOZ, 227)

Tuloylomke: - &Adka xdvw TéV kaipd pou, mpémer vd Bpd d\hov
Tpémo YLd vd Ty 8dm.
©. IETZAAHZ-AIOMHAHZ: O KATAKAHMENOZ TOIIOZ, 208)

Koltale yipw ToUs Tddous.
- Tt &pnuor mov elval oulhoyloTnke.

(H. BENEZHZ: O NAYAI'OZ, 78)

Kddnoe othv 18ia md\ 6éom, éxel oT6 Pdbos, dploTepd oT ywwid,
kal ouv\oylotke | dyxvé xapdyelo: «Zuvnbilw kal Tls ywviés
Twpa, kal Tis ywviésh

(A. TEPZAKHZ: H MENE=EEAENIA TIOAITEIA, 9)

From the above quoted examples it is clear that instances of DT, like those of

DS, are preceded by introductory markers (i.e. the colon, the dash) and they are

sometimes enclosed within quotation marks in an attempt to present a character's fully

articulated thoughts. In certain cases the impression of directness is further reinforced

by the use of the exclamation mark.



104

3.5. Free Direct Thought (FDT)

FDT, also coined by Leech and Short (op. cit.), aims to present directly a
character's verbalized thoughts as it is characterized by minimal narratorial
interference. The present tense and the first person are used but without the reporting
clause. The quotation marks can also be omitted and in this case it is the context which
determines whether a character is depicted in the process of thinking or speaking. Like
DT, it is characteristic of literary language because direct perception of other people's
thought processes is not possible in real life. In addition, the portrayal of a character's
thought in a free direct form acquires a conscious quality because it is effectively a
monologue. However, the directness of the technique often encourages the reader's
sympathetic response to the character. Irony arises when the narrator comments
ironically on the character's self-delusions or when the character's thoughts contradict
his deeds. As with FDS it can often be found in the vicinity of DT. In its extended
form it becomes quoted interior monologue, i.e. the fictional device that abounds in
modern psychological novels and which will be examined in detail in Chapter 4. In
QM the omission of a reporting clause leads to a smoother text and intensifies the
impression of narratorial covertness by rendering only those thoughts that pass
through a character's mind.

Examples of FDT can also be encountered in M.G. fiction.

10) - Aé Bapuéoal pod et Mid {ony v’ abmi... [..]
Nd Tév melpafe kuéhas T6 TpdTo ovlo;
-’ AMiBera, ToD Mw, Td ouvyxapnTipid pou - [..]
(K. TIOAITHZ: ENA AITIAO, 6089)

11) ’Amé xapé pds elxave wmepikhetopévous péoa otd dxupdparta ol

PoloooL {woTpodles 8év dmépewvav otmiv TIketva.



12)

13)
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N4 i8fis mov dvaykdobnkev 6 Ialfi-'Oopdv Tlacocds vd TpaPnx6i
arné 8 mépal Tlalpvw Méyvpa- ol 8pdpor dSerol!
(. M. BIZYHNOZ: O MOZKQB-ZEAHM, 237)

=76 8pépo, ol dvBpwmoL wepmaTtoioav yopyd pe TS Aaipd
praopévo kal Td Xxépia oTls TOETES.
Tpels kal 8éka.'H Katlva dxdpn vd ’pbf. EByfike oty mépra kal
pé dmouxia koltae Tév dvmdopiké SpSpo.

(M. KAPATATZHZ: TO NEPO THZ BPOXHZ, 325)

- «TéTe TpémeL vavar oAb maAnésh> €kave pé ooPaph dwvr kal
neTd yéhaoav ki ol 8ué, dvdvupor TdvTa.

[MéveL dpaye xaipd €8G; Hpbe yid Ty €xBeom; ©d diyer ypriyopa;
Myrws elvar kovtd €80 T6 omitTt Tns; ©d upmopoloa vd THY
ouvodéPw, TdeL kaipds mov..)

- &Exkelvo T6 peydlo lampadaire o ywwd, dviket. Kplpabs

(K. MHTPOTIOYAOY: QX THN ATIOMONQZH, 136)

In the above quoted passages FDT appears either embedded in the narrative

(examples 11, 12) or interposed between reports of DS (examples 10, 13). In the

former case FDT is fully integrated into the narrative context due to lack of any

introductory markers. Nevertheless, it can easily be identified by the use of brief and

sometimes elliptical sentences (example 12), or of expressions peculiar to the spoken

language such as "vd. 18fis" (I should imagine) in example (11) and by the occurrence

of the exclamation mark at the end of the sentence for emphatic reasons (example 11).

When it is found between direct quotations it can sometimes be indicated explicitly by

means of brackets (example 13). In example (13) the last sentence of the character's

FDT remains unfinished, as his flow of thoughts is interrupted by the other speaker's

DS, and in this way it creates the impression of immediacy and directness.
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3.6. Free Indirect Thought (FIT)

FIT has also been proposed by Leech and Short (op. cit.). In FIT, like FIS,
there is no reporting clause and similarly a direct deictic reference system is combined
with an indirect mode of presentation, i.e. with the use of the third person and of the
S. Past tense. The mingling of the narrator's voice with the character's focalization, so
characteristic of FID in general, is especially effective in the literary presentation of a
character's thoughts, feelings and consciousness because it allows the narrator to enter
the character's mind without interrupting the flow of the narrative by the continual
insertion of tagged forms such as "he thought". FIT, unlike FIS, which somehow
distances us from the character who produces the speech, puts us directly inside the
character's mind. It creates a more vivid and immediate reproduction of the character's
thinking than DT because the latter with its commitment to a faithful report of thought
processes seems unrealistic and artificial. FIT has been particularly exploited in
narratives which attempt to simulate a character's stream of consciousness. The term
"stream of consciousness” is now understood to refer either to the genre to which
modern psychological novels belong or to the general presentation of a character's
inner states by a variety of techniques with FIT being one of them (see McHale, 1978:
276; Traugott and Pratt, 1980: 299). FIT can also be encountered in first person
narratives of recollection in which FIT can often appear in the first-person pronoun
since it is the form used by both the experiencing and the narrating-I.

In the next sections (3.7. to 3.8.4.) we will attempt to identify the contextual and

linguistic indices of FIT in third-person authorial and figural narration.
3.7. Contextual Indices of FIT in third-person narratives
Contextual indices are one of the indicators used to differentiate FID from

narration and their importance was recognized by Bally as early as 1914, The effect of

such introductory markers on the reader can be attributed to what Lethcoe (1969) calls



107

"the continuity rule". According to this rule when the reader reads a passage of
continuous discourse he "tends to adopt the path of least resistance, reading in such a
way as to preserve the continuity of the report"... "until he is forced by some explicit
linguistic signal to recognize that a shift has occurred" (op. cit., 80). For instance, if
the reader is reading a report of the character's consciousness he will continue to read
what follows as a report until an explicit marker denotes a shift back to narration. The

contextual indices that can characterize a passage as FIT are the following:

a) FIT appears more readily in the vicinity of verbs or expressions equivalent to
verbs of thinking, which can precede, follow or even be inserted in passages of FIT.
In particular, when such verbs or expressions follow passages of FIT they help to
confirm the reader’s suspicions that the thoughts belong to the character and not to the
narrator. However, such verbs and expressions need not be confined to the most
immediate and obvious context as they are in Bally's analysis. Any expressions which
focus the reader’s attention.on a particular character, as Pascal (1977: 26-7) notes, can
serve as signals of FIT. These general context cues can prove especially useful for the
identification of instances of FIT in which a reflector character (i.e. a focalizer

character) is prevalent (see McHale, 1978: 268).

Consider, for instance, the following example which occurs in a figural narrative

context,

14) Z16 Téos TOV €meloe vd épbel. Pépece 0TS peTakly T péuma
™s. OxTéppns, ékelvn &okae pé THv kaoTédpum mutldpa ki abTés
wholoe yud 6éppavomn. "Edepe momipia amé Ty koullva, &Selace o’
€va. mdto Td Taydkia ToU Yuyelou kal Td €Bae S\a 0TS TpamélL
To0 ANBuyk podp. Tl vd Tiv fifede; TL 64 Ths &Seuxve; [...)

(Z. TZIPKAZ: H NYXTEPIAA, 48)



108

The following examples illustrate how verbs of thinking prepare the ground for

the appearance of FIT.

15)

16)

17)

Aév_ouloyiletar mapd TV dvBpwmd Tou. Bd Tépace PéPara TOAY

Gpa mov THv dénke, wov xwploTnkav. TIds Eexdotnke; Té mold
onueto fitav, mol ékelvm kdbnoe katayfis oty dppouvdid kal elme
8TL 04 peivel mepipévovTds Tov;

(N. I". TIENTZIKHZ: TO MYOIZTOPHMA THZ KYPIAZ EPZHZ, 39)

"AMNd yiati 8év Tév dkolovbd mid toape TRV wépTa, yiatl 8¢
otéketar vd T6v 8€l mol dmopakpivetal, kal yiatl 8év Tpéyel vd
Tév dLIjoer, Omws dAhoTe oTd xelha, STav yupller o1 omniTL
Cakiopévos koupaopévos 4w T Bovketd Tou; IMatl aldTh 1
aayn;..

AUTd okentéTav K’ _éleye 0 Kdlpas pid pépa kabhds Pddile €vav

épnpo dmé omitia, 8pbpo, moU Edepve oTHY WO, yud vd mdel
omv épyacia Tou.

(A. N. BOYTYPAZ: H TIOAITEIA TIOY XANETAI, 174)

Kal mwd\ 8év 7100 dmwokpibnke dpéows. Olte 6 "Alkns,

douvloylotnke, 8év eltav kavévas peydhos, ki ouTe BéBaia 6d

yevétouy moTé Tou peydlos.. oUTe kal WAoUoLos... pd Télos
mdvTov 8v eltav ITepdngl.. Aév fitav olTe 6*Alms & yapmpds
moUxe OvelpeuTel yud Tés Buyatépes Tou.. Md ol kanpéves 8&év
elxav TOxn... " AAnBwd Opws oTtév Témo Sév €Pheme kavévav dfiov
vd mdper Ty Edhaiia Tou...

(K. ©EOTOKHZ: Ol KAABOI ZTA AEZMA TOYZ, 47)
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b) In addition, a description of a character’s facial expressions can also precede

passages of FIT as the following example indicates.

18) ‘O Tiétpos okufpdmacge - dalveTar kartatomopévos adTéds &
MoloTpos, s kal T° dvopa Tol matépa Eépet, Tis elblves Tou oTé
Ymovpyelo... 1L d\o dkdpa Eéper; Kal mhs yelder EetolmwTa &
NoboTpos, 180 ToakdAl. "Exer kdti kltpwa peydha otpaPéSovta
apmaxTikd.

(A. KOTZIAZ: O FTENNAIOZ THAEMAXOZ, 20)

¢) More often, however, a shift into FIT is signalled by a description of a

character's consciousness (i.e. emotions, impressions).

19) Md 1 Kiooa dvae kal kdnke pé Tiv avamdvtexm T0Xn TAs

G8epdfis Tns. Axols ékel vd mavTpeuTh) WPt N wikpdTepn Kal Tt
Nd wdpn Badgild!”Akovoe kdmoTe TH yiayld Tns vd Aém, Tos T
Bpadud ol yewwbnkav, €i8e Tis Moipes mol Apbav vd potpduouv
Td Bpédn.

(A. KAPKABITZAZ: H KAKH AAEP®H, 235)

In the above quoted example, FIT presents through its syntax and its speech-like
intonation the character's emotional state, which has been described in the narratorial
phrase "dvope kai kdnke" (she flared up in anger).

In the immediately following example, FIT appears after a narratorial report of

the character's sense impressions.

20) Tév_dkovoe v’ dvolyer T4 umakkovémopTa, vd pavouBpdper THv

molubpéva, ki UoTepa vd odupller ebbvpa od vd BpiokdTay

povaxés Tou. T’ alTid Tng elyav kokkwioer. Kald, 6 mékepos, 1
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obyxvomn, 6 ovuyxXpwTlopds: pd ws ékel mid, kal pdloTta é€vas
*Ayylos; ©d mpddTarve Tdpa vd Bydier dmé TH vTovdma TH pdurma,
vd TulhxTel, wplvy adTés & yepomdépvos pé TS SiaPoiikd
kapoTadki... IIfipe Upos. Ths Aaldns Ndvov Tlepalvtdiv ' ANBépTas
'ExtoodPet Kdpmed, avTtoikalws Papuvms 'Apykevtain), ol 76
owxawdédTtay 6o kal Tls katoapiSes.

(2. TZIPKAZ: H NYXTEPIAA, 40-1)

d) FIT is more readily identified when it appears in the vicinity of other kinds of
discourse such as DD, ID or FDD. In the following example FIT is interposed

between reports of direct speech.

21) -* Apynoa, piknoe povaxés Tov.

- Nai, ékave vémpa pé 76 keddh éxelvn kal Eddvouv xibnke kal
Tév dykdiage dmé Tovs dpovs. Td vixia s pmixTnkav oTé
maxv pouxo TobL wavwoopLod.
Nd p1f ¢¥yet... Nd puvp diyer... vd pelver éxel kovtd s ds elvan
ki €ToL 8mws T6 'Bele.. ds elvar xwpls dvtamdékpion pé T Sukh
™ms ™V aydmm... pévo vd pn diyei... vd pf diyer kal Tév ydoel...
- Tatl vd o’ dyan® Téoo oONy; duwvale dmedmopéva kal f kpavyy
ms dvmixnoe dvdppooTa péoa omiv fovxla.

(T. ZTAYPOY: MYZTIKEZ TIH'EZ, 72)

In other instances, direct speech can either precede or follow passages of FIT. In

addition, FIT can be found in combination with FDT as in the following example.

22) [...] (1)’Eokédbnke vd wdn vavpfi 16 Anpitpn vd Tob piion, vd Tob
1d T 6Aa. (2) Md dv o076 peTafd katéBawe 6 Tlablos kal Ths

E¢devye; (3) Kal émerta 6 Anudtens ftav mapdfevos, Ths dpeoe,
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AMd Tév écéPovtav, Ths dalvovtary md peydlos 4nd TV Mikia
Touv kal mds fiEepe 8ha T4 mpdypaTta, HTav ooPapds, dv kal TAs
Edewxve TOMY TpupepdTnTa. (4) *As mepipévw dkdpm. (5) Nd,
kdmolos katePaivel. 6) Elvar 6 Tlatdos; (7) Nai, aités elval, opel
papd dopeord kal Pabdke. (8) Triv elde; 9) ©4 THv 18; SnkdveTa
kal mpoxwpel mpds THY TWopTa, Tdxa Tws Tder wpds T okdia yud
v aveff dmdvw.

(I. APATOYMHZ: ZTAMATHMA, 89)

The verb "éokédbnke" (she thought) in the first sentence prepares the reader for
the appearance of FIT in the second sentence. In the middle of the passage (S4),
however, there is a shift into FDT marked by the use of the ds-clause in its hortative
sense and of the first person, "ds wepipévw” (I'd better wait). The shift back to FIT
(Sg) is indicated by the employment of the simple past tense and of the third-person

pronoun, i.e. "THy €l8¢;" (did he see her?).

e) Typographic markers such as colons, dashes or semi-colons, which can also
precede reports of DD, may be employed to introduce passages of FIT. In addition,
suspension marks can be used to introduce passages of FIT as in the following

example.

23) [..1°0 vobs s TakiBeve pakpid.. Nd AdBaive TouldxioTov éva
yedppa. "Hrav Téco dbdda 1 émbupia Tns. Alxws kapid eldnon
Téoovs pfives. "AppwoTos, wdvw otd pakpwd Bouvd... Trv

dyamoloe... Aév firav apaptia éva ypdppa... [..)

(K. TIOAITHEZ: TEPMA, 152-3)

It should be clear from the passages quoted above that FIT is heavily dependent

on context. It appears more readily in the vicinity of verbs that indicate mental activity
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or next to instances of direct, free direct or indirect discourse or in the neighbourhood
of a foregrounded character. In addition, in certain cases it can be preceded by
introductory markers such as dashes, suspension marks, a colon or a semi-colon.

The next section will be devoted to the isolation of linguistic markers of FIT in

third-person narratives.

3.8. Linguistic Indices

3.8.1. Typographic Indices

Typographic markers are one of the linguistic categories used to signal FIT.
Narratives normally employ the neutral reporting style of the written language except
for passages which are direct reports of speech as illustrated by the following

examples.

24) «T{ T™pds kal 8év amavtds;... Movykdénkes kaié; Tl kuTTas éxel
otév odeyylty; Mmds kal damé kel éExpufes, yid éE8woes T6
KouTaAdxkL;...»

(A. NAKOY: TO AOYAAKI, 469)

25) - Yodlal...” Akovoe: Tlpémer vdpleirs, akols;... TIpémer vdpbets. Tatl
Tdpa md 8lov pé mapdmoav. KatahaBalvers; Oloil... Elpar povdyn.

Kal yepv@. ©¢é pou!
(A. TEPZAKHZ: H MENEEEAENIA TIOAITEIA, 211)

The abundance of typographic markers in these two reports of direct speech are
indicative of the authors' attempt to reproduce features which are characteristic of the
spoken language. However, since a lot of information in real speech depends heavily

on the phonological component that the written language can only partially reproduce,
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the novelist by using the devices available to him can give only a sense of the spoken
language (see Section 2.2., 57). Moreover, it seems unlikely that the novelist would
risk boring the reader with all these characteristics of informal speech (i.e. grammatical
inconsistencies, hesitations, fillers etc.) which, although perfectly acceptable in the
spoken form, would appear out of place in the written language (see Page, op. cit., 7;
Abercrombie quoted in Burton, 1980: 4).

Nevertheless, passages which give the impression of speech can arise in a
narrative context. In this case they are recognized as instances of FID because FID
retains the various emotive elements that have to be sacrificed in indirect reporting.
Questions and exclamations are often used by novelists to mark a transition from
narrative report to a character's inner mind. Although it is not unlikely that
exclamations and questions will appear in narration they can easily be identified as the
narrator's questions or exclamations because, as Lethcoe (1969: 102) observes, in a
past-tense narration they occur in the present tense. In addition, the narrator may
employ the first-person pronoun in reference to himself. Even when the narrator's
exclamations or questions occur in the past tense they can still be differentiated from
the character's questions or exclamations, firstly because there is no indication of the
character's presence on the scene and secondly because, in most cases, the narrator's
exclamations and questions include his comments, value judgements or generalizations
about human nature. The following examples are encountered in a narrative context

and they can be recognized as the narrator's questions and exclamations.

26) “Otav pé 76 nMAoPacilepa yvpioav Td kopltoia oTé Xwptd, o
Baol\ids €oTelke mpofewd vd mdpn ywalka Tou Ty Adyn. Tlouds
Sudxver Tétora TUXM; H ypud Ztdbawa meToloe amd T xapd Tns.

(A. KAPKABITZAZ, op. cit.,, 234)
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27) *ETUXE TOTE, kaké pou dvayvdoTa, vd OSveipevdijs 8TL o€
gmayxovi{ovav f &1L &mé pépous Wmrod wimTers els Pdpabpov
AxaTapéTPNTOV;

(E. POIAHZ: H TIATIIZZA IQANNA, 131)

28) dell els Tév Spépov ToUs kaTéaPev N Tpikupla.
(A. TTATTAAIAMANTHZ: STAIONA NEPOY, 356)

In M.G. generalizations can also be indicated by suspension marks as in the

following example.

[ 3 ~ R , ’
29) Aéyouv OTL ol kaTdpes éxelvwy TOV yuwaik®v mdvowv, alTives
onaviws kaTapldvTal...

(A. TTATTAAIAMANTHZ: 6ANATOZ KOPHZ, 377)

The prercquisitc for the appearance of FIT questions and exclamations is the
depiction of a character not simply on the scene but also in the state of thinking, feeling

or imagining. A character's self-arguments, anxicties and emotional stress are often

prcscntcd through a series of questions. Such questions are in effect ruminations and
thus they contain an element of doubt! (see Ishak, 1980: 53). Ruminative questions
can have the form of either yes/no questions, i.e. questions to which the answer can be
nyes" OF "no", or wh-questions?, i.e. questions "which elicit information on particular

parts of a sentence” (se€ Quirk et al., 1972: 52). Ruminative questions are self-

ad dressed’ and as a result they lack a perlocutionary? force. They usually appear in

1Lips was the first to have drawn attention to this feature of FIT questions (quoted in Lethcoe, 1969:
103)- i i
' - 480-1) terminology wh-questions are x- i i i
21 Jespersen's (1979 ‘ | wh- e x-questions because like algebraic
In P they contain "an unkno.wn quantity X ..Yes/no questions, on the other hand, aregncxus-
because "we callin que§uon the cor.nbmatmn (nexus) of a subject and a predicate”.
3The difference between wonfienng and askmg' onesqlf a question, as Lyons (1977: 756) observes, is
at in the former case oné is posing a question without necessarily being expected to answer it
.0 the latter case "one 1S putting a question to oneself as the addressee with the intention of
. it". Thus self-quesuoning has an illocutionary force (see also Perkins, 1983: 114, who
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moments of tension and of mental stress. In contrast, rhetorical’ questions occur in
moments which are relatively relaxed in tone and for this reason they are more readily
attributed to an omniscient narrator, who is making a direct appeal to the reader, than
to a character engaged in self-examining. The following passages are examples of FIT

questions.

30) Tob yipioe Ty TAATH kal Tév dyvémoe dpoTikd. O dN\os épewve
ouN\oylopévos. Ti mapdfeves okéders €lv’ altés mou kdvel
ofpepa; TL Tév €maoce kal 76 ’pike o) dLlocodla; Md ki o
Avdmikly TV wpbéoBake, pé TS oTepvd Tou Adyo. AUTS 8d éheie,
vd 8lvm onpacla oTd Noyia Tob Aidmkw! Zd vd ToU kakopdvmke
OpWS...

(M. KAPAT'ATZHZ: 'OYTKEPMAN A’, 34)

31) Oopuprignke 1 Mapla. ©d Eavapelver pévm; Kal mds vda wder o716
Taplor; Telxos opddveTar T6 dyvwoTo, kU’ €vas ¢6Bos ddpLoTOS.
MveTar; Mmopel vd wder; Nd mder; Kiv* tav 76 pdBouv kdtw;

(6. TIETZAAHZ-AIOMHAHZ: MAPIA TIAPNH, 87)

In examples (30) and (31) the expression "épewve ovloyiopévos" (he
remained thoughtful) and the verb "GopuPrfnke" (she got upset) describe the
characters' emotional state and prepare the reader for the appearance of FIT. They also

illustrate another characteristic of FIT questions which further differentiates them from

points out that from a semantic point of view questions express "addressee oriented epistemic
modality™).

4According to speech act theory in proc_lucing an uttcrance we accomplish three acts simultancously: a)
a locutionary act (i.e. the act of pr_oducmg a grammatical utterance), b) an illocutionary act (i.e. the act
of uttering certain words in a given context, that is giving an order, making a promise) and ¢) a
perlocutionary act (i.e. the act which is related to the effect that an illocution has on the addressee) (see
Austin, 1962: 94-101).

S5Rhetorical questions have the foqn of an .imerrogative sentence but the illocutionary force of a non-
question because, unlike information-seeking questions, they do not contain an element of doubt and
thus they do not expect an answer (see Epstein, 1975: 69; Hudson, 1975: 16; Goody, 1978: 26).
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narrative questions, i.e. FIT questions concern matters which are of real interest to the
character only and as a result they do not forward the plot. Furthermore FIT questions,
as Verschoor remarks (quoted in Lethcoe, op. cit., 104), are read more like

exclamations than questions as the following examples denote.

32) [..] Ku dxdpn 8év Thv elxe koitdfer.”Q, 6d Tiv éPheme’ mhs 8¢ 64
v &Bleme; Elxe Ty dpa Tov."As éByave mpldta & Hios.
(K. @EOTOKHZ: H ZOQH KAI O ©ANATOZ TOY KAPABEAA, 59)

33) [...] dyxd\ace pid kolkha vrupévn €va kékkwwo dbpepa. ZdlxTnke
dmdvw Tns odv vd fiTav mAdopa aandwd. TL vd wdpn THis Bovlag!

*AMG Tl Opa €lvar; Aé Bapiéoar. Elvar péhs 111 [..]
(A. BAAXOZ: TYPOAEZIKO, 125)

Similarly exclamations in passages of FIT suggest emotional emphasis which is
more readily attributed to the character than to the narrator as the following examples

will illustrate.

34) Tpbpake yid Ty Téun s N Mapia. ‘H Mapla, % képn 7o Kolka,
hs Koukevas 1 képn, o716 Tlaplot, 6Xdpovm, xvipa, pé pid ypid
vravTd amd T Zidvo! Md T’ dvopa Tol Geol! TIds Apdav &ToL Td
mpapaTal
ZThv apxn TeLyvplle pés ot peydin moltela caoTiopéim. [..]

(©. TIETZAAHZ-AIOMHAHZ, op. cit., 87)

35) El8e md\ T6 xépt ™s vd Updvetar otd xelha Tsl. T 16 18w0

8mws ToTE, TéTEl O€é!

(A. N. BOYTYPAZ: AIQI'MENH AT'ATIH, 22)
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36) [..] (1) Tkédpmre dpéows vd xateffi... (2) Md 8xu (3) B4 pelvn, yid
vd TV éxTeléon almiy TV kwpwdla ds TS Télos! (4) ©d Bondron
T Svvaun Tob kakol. (5) Tpeh\fj Sudbeom TéV €miace vd malfn Td
maryvidia s, pavia yud vd Siamopmevon TéV mholvolo - kal TéV
éavté Tovu, ToU TloTeye oTéVv Whololo. (6)’Enmpbs! (7) ©4 88nyron
ToukdyLoTov TO apdfL Touv oé cokdkia. (8) ©d TS oTapartion oTiv
«IMimepld»l. (9) Oéler vd Té xdom oé \dikfy ouwvowkla. (10) Ki ddob
mépace Tous Bpdpous Alblou kal Tlamnolwv... épTace.

(Z. TATTIANTQONIOY: TO AAMITPO AMAZEI, 103)

The emphatic tones of examples (34), (35), (36) are more easily identified with
the character than with the narrator as they are indicative of the characters' emotional
state. In example (36) the suspension marks that appear at the end of the opening
sentence are the first indication of a shift into the character's mind. The impression of
FIT is further intensified by the occurrence of exclamatory Ss 2, 3, 6 and 8 which
express the character's indignation.

Question marks and exclamation points, appearing in instances of FIT, can be
used to give special emphasis to either whole sentences or parts of them or even single

words as the following example will demonstrate.

37) [.] Tloté 8¢ ¢avtaléTave mwdhs 7’ Aonuiva 6d Tolpoloe vd pmdon
T6v dppePuntacTiké o) oda ms. Ty koullva, val' pd ot odia

L.
(A. KAPKABITZAS: STIS AOZES, 392)

In example (37) the verbless exclamatory phrase at the end of the passage is one

of the indices that suggests FIT.
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In addition to the typographic markers of interrogation and exclamation, writers

employ other graphological markers in order to suggest features which are common in

the spoken language but relatively rare in a narrative context.

Suspension marks are used to indicate speech-like pauses, hesitations,

interruptions or even the character's shift to a different kind of thought as the

following examples will illustrate.

38)

39)

316 Télos TOV émeloe vd €pBer. Pépece oT6 petafl T péuma
™s. "OxTuppns, éxelvn €okae pé Ty kaoTépum TuTdpa ki alTés
phodoe yid 8éppavan... "Edepe momipia 4mé v kouliva, d8elace
o’ &va mdto Td Taydkia ToU Yuyelov kal Td €éPBake 6ha oTé
TpamélL Tob APuyk povp. TL vd v fifeke; TL 6d Tiis éBeixve;
TMdvTws 8¢ 8d ékave T1 8lokoln, 84 Tol kpaToloe cuvTpodld oTé
moTi... Ku dv...”Av dmdwve 16 ¥épi;"Eviwoe T° alTid s vd kalve.
davtdoov vd véuwoe wds Td xwpatd yid T6 Saliyio ATav pd
gupeon mpéokinom... Tl yvdun 6d oxnpdrtioe; "ETor v mdbaive
wdvTa, phoboe p’ O\ s TV ddéleta, kal 6 dMNos..." Adéleia;
"HEepe ooy 1600 kakd Tév €avtd Ts; TS Umoouveldnro...

(2. TZIPKAZ, op.cit., 48)

[...]"Avénros adTés vd ékTedf) Swpedv els dpvmow! *Avéntos! Ti
#ifele vd €uPn els TolobTov xopbv;' AN\’ GxU’EfeTéhege TS kabfiov
Tou, 4médelfev els TOv cwTfipa Tou ™V elkikplveiav TAs duklag
Tou kal THv ékTagw TAs ebyvwpooims Tou... Aiatl Spws dpyel
Téoov 6 Aldxos;

(A. BIKEAAZ: H AZXHMH AAEA®H, 79)

In the above quoted passage suspension marks are employed to denote a shift

from one topic to another.
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Likewise dashes are used to indicate pauses, self-interruptions or even to
introduce passages of FIT, since in M.G. dashes are one of the devices employed to

introduce passages of direct speech (see Section 2.2.,91)

40) Kdmwov okévtade T6 wWé8L Tovu, 0é kdTL ToU dvddwoe Axo
petal\kd. "Exer yoloto!l - yiud davrdoou! - v mepikedarala Tob
Aollou - omiv 18La 8éom, ékel ol elxe méoer T pépa moU ol Sud
TOUS... - KL 4KOpm, vd, oTév Toixo, T6 okowl. Téxav ki aiTéd
Eexdoer kal kpépetai, ddnopévo dvdpeca oTols kidvovs TAs

meptmAokdSas.

(K. TIOAITHZ: EROICA, 192)

41) ‘O Ztédavos od vd Inopdvnoe wod AiTav. Mdévo 16 loxayd TAs
Mpldtn 8 Anopévnoe. - Ti pévo airés 8év Tod ftav Eévos; Kal
viatl YL8Upioe étor T8 TpayoiSt Tou, €Tl od vd Tob T6 odipLEe
otd Tpdowmo;

(K. XATZOTIOYAOZ: $OINOTIQPO, 112)

In the next examples, dashes have a parenthetical function. The characters'

thoughts are included in dashes and they are interposed into a passage of narration.

42) Mapdpepa €vas yaPpds - ki avTés Tdxa peciteve; - dhovikoloe
pé éva peyakiTepd Tou.

(. AEAIOZ: ZE ANAZHTHZH TOY E$HMEPOY, 214)
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43) Bydle. 4mé Ty mpwdTn kaoéla €va makld weTpaxBAL kevinpévo 1’
donuéxpuoes khwoTés - Toravod vd ‘tav; - PBydler €va dpdpro
Aevké - pmd, mhs pupller dwxdpa 76 pooxoAlPavol - kaTdheuko pé
YrLhokevTnTols palapatéviovs otavpovs [...]

(©. TIETZAAHZ-AIOMHAHZ: Ol MAYPOAYKOI A°, 65)

Similarly commas, colons and semi-colons, when they occur in instances of
FIT, attempt to convey an impression of spontaneous speech. In M.G. the colon has

the additional function of introducing instances of FIT. Consider, for example, the

following passage.

44) [...] Kuv dvumopovoloe mdh: - «latl 8év épxéTav howmév yi\fyopa...
Bdmpeme 1 e vd onkwlel pmpooTd G° Shov ékelvov TV KOOWO;...

[.]
(K. BEOTOKHZ: Ol ZKAABOI ZTA AEZIMA TOYZ, 76)

In sum, the abundance of typographic markers in passages of FIT aims to reflect
the emotive modulation that characterizes a character's thoughts. A character's self-
arguments and emotional tension are frequently expressed through a series of
exclamatory questions. Exclamations and exclamatory sentences often introduce and
sustain instances of FIT. Question marks and points of exclamation can emphasize
either whole sentences or parts of them or individual words. Certain features of the
spoken language which are encountered in real life can also be reproduced by the use
of the rest of the graphological devices, i.e. commas, semi-colons, colons, suspension
marks and dashes. In particular, suspension marks may denote mental pauses,
hesitations, interruptions, a change in topic and in general they can create the
impression of mental activity. Dashes may indicate pauses, self-interruptions and

along with the colon they can even introduce passages of FIT.



121

In the next section we will turn to the isolation of lexical indices of FIT in third-

person narratives.
3.8.2. Lexical Indices

Lexical items constitute another linguistic category that can identify a particular
passage as FIT. Ejaculations, lexical fillers, evaluative expressions, emotive elements,
markers of a character's personal idiom, social role relationships etc., are normally
absent from a narrative context. Only in modern novels in which the narrator may
choose to imitate a character's language are emotive and expressive elements not
always a means of differentiating between the narrator and the character. Modal
adverbs which express affirmation (i.é. certainly, after all, of course, really, no doubt
etc.), doubt or uncertainty (i.e. perhaps, possibly, still, anyhow etc.) and denial (i.e.
in no sense, certainly not etc.) can signal FIT. As Lethcoe (1969: 118) notes these
modalé words are not peculiar to English but they can be encountered in FIT passages
in other languages such as French, German and Russian. Equivalent expressions are
also present in M.G. passages of FIT. In addition to expressions which are strictly
modal, adverbs which signal reasoning (i.e. examples 51 and 53) can be used to

suggest FIT.

45) ’Avaxoudlotnke Pplokovtas molé onpelo ddopolioe ¥ dxapiotla Tod
Kapapdvou. BéBara adté ftant Aév &mpeme vd Tob kpation kpud
™y 8wtk Tov (Wl o™ Becoalovikn.

(M. KAPATATZHZ: TIOYTKEPMAN A°’, 403)

46) [.] TAv*Edn: 8ixws dMo Tdv "Edn. Elvar % yuvaika mod Tod
mwpémet. [.]

(M. KAPATATZHZ, op. cit., 404)

6The majority of those modal adverbs express epistemic modality (see Perkins, 1983: 89).
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48)

49)

122

*Avepailvovtas Tls okdhes pé Tév oTpatidTn Tlow Tou, okedpTéTAV
s v TO &ybp €xeL kopnBel TWpa, pé TO dvoiypa Ths mépTas
84 Eumviioel. ©d Tob Boel TS Eva pfdo.. elvar elkaipla... kal 64
T4 mel 8\a, elvar BéBarol Ki, alpio BpdSu mov 6d Eavamder oTév
avaxptT...

(A. BAAXOZ: QPEZ ZQHZ, 172)

Békee TOv 0xXeBév yepdto odko, dkovpumdvTas Tov dmdvw oty
\ekdvn kal EavaByfike 076 lobyeto. Nd wdper maATé yid ™y Bolha;
Xewptvas €lvai... dAd 64 xwpéon oTé ogakolA; "Oxi... kakiTepa,
Aouméy, pLdy dX\n dopd, ddod 84 UmdpEm, Smwodimorte, &AM dopd!
Aév 6’ ddfon kavéva ixvos kal kavels 8év 6d katakdPn Tl €ywe
améPe, Té6oO Mrya mpdparta.. Mévo, dh\ibera... Td walomdwouTod
Tou; Td éBare o’ éva koutl xal T6 koutl mlow oTé pddL Tou. [...]

[..] Tiiye kv’ &pake WOMdG kouTld, WOAAd pddia dAAd ToU xkdkou. Té
Tuporé{ko Tiis PuTplvas 6d ATav Té Tekevtdlo. Kal Tdpa; ©d
uwopoloe lows vd Eavdpbn Ty émopévn Tlapaokevr, dmws dmdye,
kal vd wapn T6 kamého pafl pé @a.’ AN\’ dv o1 petafd kdmoiog

T’ dyépale;"Oxt, dmwodimoTte &xL."Empeme vd 16 mdpn amde. [...]

(A. BAAXOZ: TYPOAEZIKO, 1267)

*Hrave Bubopévos oé mapdfeves ovloyés. ‘Houxla 8év elxe. Marti
Tdya vd xdpn TéTolo xwpatd 6 Zmavds; TNatl vd phv elvar ki
dMiBera; TL xdver vd Sokipdom;”Av metixm, mouds dAos pés o6
xwpLd 6d &€xn TéToro Onoavpd yud ywalka;*Av 8év meTixm kal T6
pdén 6 kéopos kal Ths Pydlow Tpayold, ds SPetar & Tmavds,
oy oTdfnke N alria.

(A. EOTAAIQTHZ: H ATTEAIKA, 240)
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50) Tév &mace dkpdm™Tos mbbos, vd T4 yuploer 0é dkdlacTo vuxTépL
™ voxta Tou. TS *Eepe mod ATav ThAs PAdpas ¥ xdpapa. TMatl vd
pfy wder ws ékel kovtd; TIévr’ €L hadpomatipara, kal Ppébnke
o074 katatéma THS PAdpas. Kal Tdxa, yiatl vd prv ™) 8€l kidAas,
yiatl vd pfv 100 T4 wel ki amé Tdpa; Tlowbs T6 Eepe dv 6d
Talpiale Ty amotaxw; Tlapathpnoe and Tis xapapddes ads.

(A. EPTAAIQTHZ: O MANOAHY O NTEAMIIENTEPHZ, 40)

51) Quuienke THv ‘EXévm. Tldvta 076 vob Tou épxétav 1 képn abTd,
dMd kai oxedév mdvta mpoomaboloe vd pf T okémTeTar...“Evas

dbrwxés kal Tlptos 8dokaros Tob omabiod, Tl meplpeve amé pd

mhovota povayoképm; "Emerta 1 éhla, ol yovels Ts! Tléoa «kal

méoa épmodial..

(A. N. BOYTYPAZ: TO ZTOIXEIO, 77)

52) «BapxéTovv Télos wdvrtwr 1 Oxi; elme pé T6 vod Tng
fupdvovtas... Q0 Bapxétoww BéBaia... ki OAnv ékeivmy T vixTa
Bdfepe ad™) TAS vd TéHv Tipwproell... “Oko Sudxvovtds Tov 4Amd
owpd s, 8€ 8d Tév ddwe vd Tis Eedlyer, 8¢ 84 TéV ddre T
vd xopédel... kal BdEepe PéBara vd ToD Xaldoel kdBe oTiypw
xapasl..»

(K. ©EOTOKHZ, op. cit., 76)

53) ‘O’Avéotns &okupe oTé moThpL Tou. NTpembrave yud T dacapla,
yid Td Eéva polxa, mov yehdoave pall Tou, kal Sév tiBeke v’
dvtipirjoer, p foploer Tév d8epdd Tou. Tod ‘pxdTave vd
toaxkloet odv dxepo T ypud Tov Téve pelllede. “Opws, 8év Eleye
Pépata. AUTd T polxa Td dopoloe xTés 6 dilos Tou, roL TV

elxave 8el."Yotepa, yatl vd miv mepdEer ki adTéds; Myixmke mol
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TOU ’mave yid T dpmél; yid kald Tob T6 ’mav.”Htave Tijlo mpdpa
vd Souvielels T} Tiis.

(N. KAZAATAHZ: XOMA KAl NEPO, 78)

54) Itév kfimo, &€tple & yplhos moU Téoes dopés TSV vavolpioe.
TéTe, tav o016 maxvl TAv dAéywv yevviiinke ¢ XpuoTds, 6 kakds
‘Hpwidns éodafe 6ha Td mardid. Md 76 pwpovddkr Tfis Maplas
g{noe. ALT6 Arav T6 Béxnpa Tob ©eol. Tdpa yiatl opdfow wd
T7d Tadid; Minrmws yevwdbnke kawvovplos 'Incols; Mijrmws
dvaotibnke 6 kakés ‘Hpwdns; Md fpbe & peydlos dlhos TGV
TadLdy, 6 Umvos."Oles ol okéders PBolhialav péoa oé Sverpo Bolé.

(M. KAPATATZHZ: O MECAAOZ YIINOZ, 94)

In the passages quoted above affirmations, hesitations and uncertainties express
the characters' emotional reservations and self-arguments and thus they suggest FIT,

In addition to these modal adverbs and expressions, emphatic particles (i.e. too,
so, even, just, only in English) can also appear in passages of FIT. They have the
function of creating the impression of speech because they are closely connected with
the spoken language. Likewise intensifying adjectives such as "awful", "terrible",
which are suggestive of strong emotions, and intensifying adverbs can serve to mark
FIT. Intensifying adverbs include adverbs such as "absolutely"”, "quite”, "really" and
also adverbs that express absolute or extreme states, i.e. "never”, "always", "no",
“every" (see Lethcoe, 1969: 121-2).

The following examples will illustrate how emphatic particles, intensifying

adjectives and adverbs help to sustain the impression of FIT in M.G. fiction by

* reproducing speech characteristics.

55) "Adnoe T6 dpdfL vd pouldpn ouyd oTé palakd kathdopo, kai T6

Hvald Tou vd TeTdEn oé okéders dAGTLkeS. “QoTe 6 Kapapdvos



56)

57)

58)
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kaomepvoloe oTY Oecoalovikn: kal 8v Tob elme moté TlmoTa.‘O
tmokpLTis! TéTolos NTav mdvra. MAmws ékpuoTnpedfnke moté o
abtév, 16 dtho Tou, OTI8AmOTE A T {wh Tou; Mévo yewkdrnTes,
mo¥y maptoTdvoww Tdxa TV mAaTUTepn Yuxikry éEopordynom. Md
yeyovdTa - ouykekpipéva yeyovdTa - ToTé.

M. KAPATATZHZ: T'TOYTKEPMAN A’, 403)

Mapdyyelke kadé o016 7ykapodv, mwou Tvv koitoloe pé
okavBaiiopévo pdTL, ki dydépace koudoUpL dmdé €va vuxTéPLo

kovhovpd. TTewwoboe.”OxL PéBara molv.”loatga yid vd ebxapiotndf

Tév kadé pé 16 kovholpl, kal TS peyddo moTHpL pé Té Spooepd
vepod.
(M. KAPAT'ATZHZ, op. cit., 366)

[..]°O vols Tns Takl8eve pakpid... Nd AdPawe ToukdxioTov éva
vpdppa. "Hrav 1600 d8da 1 émbupla s. Alxws kapid eidnon

Téoovs pfives.” AppwoTos, Tdvw oTd pakpwd Bowvd...

(K. TIOAITHZ: TEPMA, 152)

[..] MATe pid oTiypy vd 176 mapadexTel, mws 8év pmopolioe vd ‘vau
md 8ukf Tou B PAdpa. Timotal, Tol Ty mipave, 84 THv Eavamdper
mlow avTés.”A 8 yiver pé Tév €va, 6d ylver pé Tév &\\o TpédToO.
*A 8 odvouw Td mhoUTn ki T Stvapn Tovu, 6d Souléder 1y dpopdid,
f movmptd, M doPépa, Téhos kdTL 64 Souléiel, kdTL Od yewvioeL &
katpés® kal p’ avm™ Tiv dodhevtn dmédaon ord TploPaba THs
Puxfis Tou, umdpece Téhos vd ouvedéper kal vd mel Bud Aéyia Tob
kalokdyafov GvTpa TMS.

(A. E®TAAIOQTHZ: O MANOAHZ O NTEAMIIENTEPHZ, 116)
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In addition to intensifying adjectives and adverbs, evaluative adjectives or

expressions can signal FIT. They constitute a subjective indicator which is normally

absent from narration. Evaluative adjectives may also be used by a character for self-

reproach (ex. 59).

59)

60)

61)

[..]’AvénTos alTdés vd éxTedf) Bwpedv els dpvmow!’ Avdénrog! Ti
fifeke vd &upn els TorobTov xopdv;’ AXN Oxu’Efetélece T6 kabfikov
Tovu, 4médelkev els Tév ocwthipa Tou THY ellikplvetav TAis dullas
Tou kal Ty ékTaow Ths evyvwpoolvns Tov... Aiatl Spws dpyel
Tbéoov 6 ALdkos;

(A. BIKEAAZ: H AZXHMH AAEA®H, 79)

[..] - Kal 8pws. TA Ntiva 84 mepiBoutifn, & dvénros, & xalds! ©4d

méon od oTaphbpa oTd 8lxTua avTol Tol TepatiSioul

Md, oTé kdTwkdTw TAS ypadiis, Tl TOv €voralav 6N’ avTd; ‘O
Kapapdvos 8év €LV’ éevBepos vd kdvm 8,1L Bélet; Ku 1"Edm; Ku n
Ntiva xi\es dopés mepooérepo; Elvar BAdkas vd xolookdn yid
Eéva wrepéoa. Mé d klvnom TGV dpwv éduwfe mdvwdé Tou T4
cupdeTd TAV oxéfewv: kal wdtmoe ykd{i, yiatl elxe dpyfoer.

(M. KAPATATZHZ, op. cit., 405)

[.] M4 moid vd mepPoirnée &m’ ™) calowkid Tapéa;
Trv "Eén’ 8ixws d\o Tiv "Edn. Elvar 1 yuvaika ol Tod mpémet.

*Ouopdn, emTd, xapLTwuévm, popdwypévn, éfvmvn. TL dwblavon 64

Atav wd alodnpatiky owopila "Edns - Kapapdvou Kdrti T6
Aapmpd, kdTL yepdto mvedpa kal xupois.”Opopdo euydpu*Oxt, 8¢
{Hheve ka8élou, pdpTus & Oebs! Aé {Mheve moTé Tou alTés, 6
Movykeppav: ATav Tdvw &mé TéToles pikpompolipers. KdTi Spws

Tob Aeye mds 8év firav {"Edm, pd § Nriva. NMati; Ku ol Sv6 foav
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76 180 Spopdes - o’ OASTeha BiadopeTikd TUMO, BéBaira. Mébvo ol

7 Ntiva ATav kovTomdvnpn, UmokpiTpra kal ELmacpévn. “Eva

CwvtéBoro, 4mé kelva mol ouxalveTar & Kapapdvos.'Evd 1 *Edn, i

yapLTwpérn yuvaikovial
(M. KAPATATZHZ, op.cit,, 4045)

In example (61) use of evaluative adjectives such as "Spopdn" (beautiful),
"yapLTopévn” (cute), "Evmaopévn” (snob) etc., of emphatic particles such as "kdTi"

A1)

(something) and of adverbs of absolute state such as "moTé" (never) further reinforce
the impression of FIT.

Similarly interjections’ such as " Ax", "'Q", "dholpovo" (alas), lexical fillers,
e.g. "¢"8, and oaths such as "Oeé", (My God), "yid dvopa Tod Oeol"”, (for God's
sake), which are usually followed by the mark of exclamation for emphatic reasons,
can indicate FIT. The particles "vai" (yes) and "6x1" (No) may also be used as signals
of FIT. The following examples will demonstrate how interjections, oaths,

exclamations and the particles "yes" and "no" are combined to create the impression of

FIT.

7 According to Jakobson (1960: 354) interjections present "the purely emotive stratum in language”.
They are distinguished from the means of referential language both syntactically (i.e. they are
equivalent to sentences) and phonologically (i.e. they are sequences of unusual sounds).

8In M.G., lexical fillers such as "€toL", "uwd", "€", "4", as Mackridge (1985: 342-3) observes, are
characteristic of the spoken language. They have little or no meaning at all and they are excluded from

the written language.



128

62) [..] Tt 76 TiPede T6 Takl; TloD 6d mhyawe; 216 omltL Tns 6d
mhyawe, oty KaoTéa, kovtd omiv’Aoracia. [...]
"A, 8xu. Tl vd kdvn o’ adté 16 omlm;"Oxi, Oxt... Ku %’ Aomacia
mov 8’ dpxile Tis kAddes... Ku 1" Avtiémm pé tls dwrés ms... Kiu 6
lMovykeppavy pé 76 wovnpd Tou xapdyero... "Oxi, dxi. Aév Tfis
gkave kapdid vd yuplon, vd (8f Tols Tolxous, Td émmia, TéV
knmdko... Aé ylvetar aivTé.

(M. KAPATATZHZ, op. cit.,, 365)

63) “Epewe pévn N Mapla, pé Ty vmmpétpia. KdBetar oty xapéria
kal koLTdet, koiTder Tév dvtpa ™s. Tév dvtpa Tns;... AUTéS €elval

b dvtpas TNs;.. €lTav, Snhadh, & dvtpas s... abTés;.. abTés O
vekpds;... A, Beé poul” ABeha dvaomkuwdnke.
(8. TIETZAAHZ-AIOMHAHZ, op. cit., 77)

Contracted forms are another category of lexical indices which can signal FIT.
They are common in the spoken language and thus they can more readily be identified
with the character rather than with the narrator. However, in modem fiction in which
the narrator's style is very close to the character's language, contractions and in
general colloquialisms are also used by the narrator. In this case it is difficult to
differentiate between the narrator's? and the character's language. Since, however,
indicators of FID usually appear in clusters rather than singly, as Lethcoe (1969: 177)
rightly remarks, the co-occurrence of contracted forms with other indices reinforces

the reading of a passage as FIT.

9The colloquialization of the narrator's language so that it approaches the character's has also been
recognized by Stanzel (1984: 198) who refers to this phenomenon as the "reflectorization of the teller-
character”. According to Stanzel the "reflectorization of the teller-character” has the advantage of
reducing the distance between the narrator and the character by producing the impression of a
predominant figural situation.
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‘O volUs Tou émétake d\\ol. 'Exel kdtw oTé kalifL Tou, & yeltovas
700 *Apylpn €lxe 8Uo kapaTtepd peydia odv otouxeid...”Htav évas
kaAés dvlpwtos, ToTé Tou Sév TéV émapavépile- [..)

[..] Md yiatl éloloe ebTuxlopévos éxelvos, évd alTés & 18los
elxe Tétora {wnh; & TOv épooboe k' _éxelvor adm™iv T oTuypy,
viati K ékelvog fTav dvbputmos, yiati 6 dvBpwtmos Tob ’ye
draiker... Tob ’Bede 76 kaxké Tou k' ékewod. Td 8o peydia
kapatepd 6’ dvaxdplav Twpa fiouxafiouxa kdtov dmé Tés éliést &
vd ToU Td Podoloe, kal vd Tév €Rleme &toL SuoTuXiopévov Gs K’
¢xetvov... Nd pla xapd tfs {wiis mwol pmopotoe vd T Sokipdoet...
Od ’k\avye O vyeltovas, 6d xTumoloe Td oThfa Tou... Eamlwpéva
Td {Ba... ©d ’kpale Tév katappovepévo T6 Owpd vd Tobd Sudkel
BorPera T6 Owpd.. Xd, xd, Xd,! éyélace. Alya Beléuia mepaopéva

o’ dxvpa, kal T4 (Ba oé Blo Tpels pfves 64 ’tav Pédial

(K. BEOTOKHZ: H ZOH KAl O ©ANATOZ TOY KAPABEAA, 153-4)

In the above example the impression of FIT is created by the combination of

contracted forms with other indices (i.e. interjections, typographic markers, initial

position of co-ordinating conjunctions, words peculiar to the spoken language, e.g.

"pd", "there was" etc.), since contractions can also be found in narration.

Colloquial words and expressions!9, first recognized by Bally (quoted in

Lethcoe, 1969: 127), are another class of lexical items which denote FIT. Colloquial

words and phrases and in general expressions which are peculiar to the character's

idiolect are more plausibly attributed to the character because they would seem out of

place if they were used by the narrator whose language is formal and literary.

10Consider also ex. (60) in which the use of the idiomatic expression "0Té kdTwxdTw Tis Ypadis"
(after all) heightens the impression of FIT.
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In the following passage the employment of colloquial words and of idioms

reinforces the impression of FIT.

65) Zymvioave péoa Tou dyples haxTdpes kal Tové omdpalav. “EEL

pfives vd (€l péoa oTé fiouxo ékelvo omTikd kal vd «xdoTer

udyesh>. Nd pfv dmokorder Mei, vd fegtouloer épwTidpikn dpihla
urite ThAs Khdpas, pirte T a€abépdns s! Kal Tdpa, THv
mapapovy Tol pLoepod Tovu, vd Ppefolv Téoo Wptpacuéves ki ol
Sub Tous Yud T dydms Td pdyia, mov N pud amd 6o prv Tové
xdoel, dv TOxeL kal ylver mhololos kaptd pépa, # &0 dné kpudn
dydmm, mol od lodloudo Ty dvofe 1 {olha kal Tol oképmioe
SroTpdyvpa T dpwpd Tns, V' dvaotevd{owe oTd yévatd Tou Yid
va Tou P! Aaipbvio Tév émave vd T6 oculhoyuéTar, mds Tob
kdkov Tiyav Olou ékelvor ol pijves, kal wds Twpa wid kal povdxn
vixTa ToU ’uvmoke, kal TéTia vixTa, vmvo dmé Tl évwd ds Td
Enpepwpara

(A. ESTAAIQTHZ: O MANOAHY O NTEAMIIENTEPHZ, 39)

In addition, phrases like "such-and-such”, or "what's his name", can be used by
a character in reference to another person when the character cannot recall that person's

name.

66) “Ola TobTa 8¢ oTékovtav, ftav Tpoddoels. 'Adod abTéds, UoALs
pmfike Ths ovoTifnke, dpa fifepe s 8¢ PpiokdTav ékel N mhS TH
Myav, 1 yepovtokdpn. Ki UoTepa, mdhs pdbave mod Atav; Aév
elxe Belfer T6 SuaPatripld ™s oé kavéva.
(2. TZIPKAZ, op.cit., 41)
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Similarly the use of diminutives can be a further indicator of FIT. In M.G.
diminutives abound in the spoken language and they are used "to express not only
smallness but familiarity and endearment, and on occasion disparagement” (see
Mackridge, 1985: 158). The most frequently used diminutive endings are -axt, -

ovkall, -Ltoa.

67) Katd 76 PpdSu Tfis Mpbe odv Tpé\a. ThAs fipbe vd wdpn Tovs
Spépovs povdxn kal vd éPyawve dmou élaxe T6 pulikdé s... Nd
doyml.... &y, mhs Ths movoloe T6 xedahdky, kal THs Polife dmé Tis

(A. NAKOT, op.cit.,, 469)

68) Té paiotpdA Ts Spooayépioe T° dmooTapévo damé Thv dykoloa
mpbowmd ™s. Kakd mol ouloylotnke v’ dvoléer T6 xhnoolp. Zd
yuptoer pé Té kard 6 Avdpas Tms, 64 ToU yupédeL vd kdvow Eva
pmpotvT{wo pavoudh oty xden T “AnTuidvvn. Kal Nyodiyo vd
mpemioowe kal T6 kAnooupdki pé waykdpr kal SudTpla otacibia...
Ki &vouxtomdmnoe Tiv mepmatnold vd ¢tdoer aT1é yowkd pidv dpa
dpxiTepa...

(E. BAAMH: ZKEAETOBPAXOZ, 142)

Repetitions, which are often encountered in the spoken language, are also
acceptable in passages of FIT (see Banfield, 1982: 74). Repetitions suggest emotional
emphasis and the speech-like effect they produce is more readily identified with the

character rather than with the narrator (i.e. ex. 69).

69) [Ifpe Thv damdpaom, 64 Tob T4 "Aeye OXa... 84 *dnve Tiv mepnddvia

kai T4 vtport. "Hrave Téoo pdTtaio vd makevei... Aév elxe md

om—

11The appearance of the Qiminudve ending -ovka in the word "yuvaikotAa” in ex. (61) reinforces the
impression of the free indirect style,
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Sovapn. Md_Oxt... 8dTav kalUTepo vd ToD Td ’ypade.” ANo elvar vd
vpddels kL Mo vd mels kdTl."OTav pikels oé BiakdmTouve... Mé

76 mapapitkpd oob kéBowe TéV elppbd. Ki avtés 84_té ’kave, 8d T

cave, 8év mpdoexe moTé OTav Tod pidoloe... Aév elxe mapd vd
ovper 76 xépL Tou otd pald s kal vd Tfs éxTpoxidoel T
okéPmn ot oTiypn. Md_Oxi, Oxi, 8¢ 6d ’‘énve, 6d Tod Td ‘ypade

ot ocetpd OXa. HBehe OXa vd Td wel, vd Td mel kal vd Eeokdoel,

2

vd Td Tel, vd ¢iyer 16 Bdpos Tous amé mdvw Ts. Nd Td dwvdter,
lows kal yiuTtdoel... Nal, €lvar mo0 kaklTepo vd Tob Td ypdiser:

[.]

[...] Zrékerar 6pby o™ péon Tol calowod kal T4 okémTeTal.

(T. ZTAYPOY, op. cit., 40-1)

Swear or vulgar words and expressions, which are indicative of a speaker's

character and attitude, can also signal FIT since they are common in the spoken

language and thus incompatible with the narrator's language.

70)

‘0O Mnvds fitav oTevoxwpnpévos... TL Béhel €80 péoal”Av Tév 187
kavévas; "Av €Pyaivar é€Eadva ol didor Tov dm T8 ouwoikiaxd
kadevelo 1y «imepid» - @ 8idPolel - okolpa 8d Téxe! ‘QoTéoo ol
pé8es kuhoboav oTiv 686 Kndiods ki 6 k. Tlablos, ywpls vdxn
™y Umopov vd wepipévn, dpxloe Tiv weptypadt Tod dpafiod Tou.

(Z. TIATIANTONIOY: TO AAMITPO AMAZEIL, 97)
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72)

73)
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Xtumd T6 kouBouvt kal TwwdxTnke molds kepatds pmopel vd ‘vau
Tétola Gpa.AMNdG N Mdy8a ¢Taler moU wdel vd petaTpédel oé
yudTapd 76 omiti Tous. Nd oob ’pxovrar kal vd Tplve Tob kakob

katpod of xapapoddnSes, dpé kal kavéva ykduevo dv é€xet

maopévo dm’ abtols, mob T6 Eépel; Kal 84 yedolv dmé mlow Tou.

(M. AOYKA: KAAAIO NA 'TAN..., 145)

Folk proverbs may be another signal of FIT.

*ANN & K. Tatéas ATo kamndhs. Tév édépilev B L8éa Tol vd
owarmi pé Ty vipdnw. Tl vd elmy; Tlds vd ¢epbfl; Kal émeita
8év fto eloéTL PéParos mepl TAS ovykatabécews. - Aiatl 7

¢EadéNdn Bév Eypade kaBapd Nal % dxi; Kovréds baiuds dnrotial

(A. BIKEAAZ: H AZXHMH AAEA®H, 82)

‘O TéTpos Tov8woe TH dwToypadla. "Efw dmé T4 mapdbupo
delyowve Tpa Melkes, UoTepa mdA Tnreypaddfura, & fios
yépver, otls xapuniés mhayiés palevovvtar ol wpdToL {okiol...
* Apéows petd THY katoxh f_pdva EemolAnoe Td warpoyowkd Tns
yThara oty ‘Hyovpevitoa, 16 omiti elxe d8eidoer ord xpdéuia
Ths padpns melvas, émmia kal xakd, PuBAla, pobxa yivikave
pePvBia, pmALyovpt, Ad8L® ki 6 TIétpos 8euTepoeTds oT6
TlohuTexvelo, T6 dmékleloe N pdva vd mdoer 6 TléTtpos mpoowpvd

Sovkeld - A _mamds mamds 1§ {evyds {evyds."Emeita kal § matépag

oty dvdppwon petd Ty éyxelpnonm [..]
(A. KOTZIAZ: O 'ENNAIOZ THAEMAXOZ, 20-1)

In addition to the above mentioned minimal lexical indices, as McHale (1978:

270) calls them, there are formal indices which can indicate both personal idiolect and
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the "idiom of a group". These formal markers refer to social role relationships, that is
to the different social or family relationships which are closely associated with the
character rather than with the narrator. The most frequent types of this marker are the
use of social titles or kinship terms that the character employs with respect to other
characters but not the narrator.

In example (73), the use of kinship terms such as "wdva" (mother) and
"ratépas" (father) denote the character's way of referring to his parents.

In the following example the use of social titles such as "kUpLos" (master),
"cupla" (mistress) and of kinship terms such as "dppeBuwiriacTikd” (fiancé) and "Tév

Suké s" (her beloved) further reinforces the impression of FIT.

74) ‘H képn émp6Pare o016 Oupdduldo Tpopaocpévn, kuTtdlovtas pé
dmopta Thv kupla Tns. Aé pmopoloe vd kataldPy THv Téom TS

dyavdxton. Ti Tv &upele Tdxa ki dv elxe Tév dppeBuwviacTikd

s; TL v melpale, k. v Arav péoa ot odia; O4 Ty ETpwye
™ odha Ts; OxL BéBara. ©d Tiv oTéMle.'Am’ Olovs ékel péoa,
kavels 8év dEile odv Tév 8iké Tns."AoTpadTe Amé TV dpopdid ki
amé T vrupaoid Tou. Tlds mailler 16 poupmlvi oTé 8dxTulo TOU
kvplov; - “ETov malfouw 7d pdtia oTé wavdpio wpdowmo T’
dyarnuévov s. TIds Mdpmer 6 Xpvods oTavpds oTé Aapé Ths
kuptag; -"ETou AMpmer 76 xapdyedo otd TliTlidévia xeikn Tod
Kalov Tns.

(A. KAPKABITZAZ: ZITIZ AO=EZ, 393)

From all the passages quoted above it should be clear that FIT, by aiming to
present the inner workings of a character's mind, preserves all the emotive elements
which give the utterance a subjective colouring, i.e. they point to a character thinking
in his own language rather than in the narrator's. Emotive and idiosyncratic speech

features, which are lost in indirect reporting, express the character's emotional stress
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and power of feelings and enable the reader to have direct access to the character's

thoughts and emotions.

For ease of reference the lexical markers of FIT will be presented in tabular

form.
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LEXICAL INDICES EXAMPLE
1. Modal adverbs of certainty, BéBara (of course)
uncertainty and denial. "lows (perhaps)

2. Emphatic particles.

K47 (something)

3. Intensifying adjectives and

adverbs.

doPepbds (terrible, awful)
TToTé (never)

4. Evaluative adjectives.

Tl xapiTwpévn yuvvaikoila
(what a cute little woman)

5. Interjections. *Ax (Oh)
*() (Oh)
6. Lexical fillers. Mmd

7. Oaths.

INd ovopa Tol ©eod (for God's
sake)

8. Direct reply particles.

*Oxt (No)
Nal (Yes)

9. Contracted forms.

Od ’kharye (he would cry)
K’ éxelvos (he also)

10. Colloquial or idiomatic words
and expressions.

276 kdTwkdTw ThHS Ypadfs
(after all)

Na xddTeL puvyes (to eat flies)

11. Words and expressions peculiar
to the character's idiolect.

Nd piv amokotdel (not to dare)

12. Diminutives.

Kedadki (little head)

13. Repetition.

Md 6xi, 8xL (but no, no)

14. Swear and vulgar words and
expressions.

") 8udPore (Ohhell)
Kepatds (cuckold)

15. Folk proverbs.

"H mamds mamds 1§y Levyds
{evyds (each to his trade)

16. Similes.

Nd toakloer odv dxepo (to
crush like straw)

17. Appellations.

Mdva (mother)
KipLos (master)
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3.8.3. Sentence-structure Indices

Linguistic oriented accounts of the perceptibility of FID have privileged either
grammatical (i.e. Bally) or syntactical markers (i.e. Ullmann) over other kinds of
indices. Grammatical or syntactical indices, as McHale (1978: 269) argues, are not
always sufficient to differentiate FID from narration. Therefore it is necessary to
include in an analysis of FID other kinds of indicators, (i.e. lexical, typographic etc.).
Nevertheless there are certain syntactical and grammatical markers which are
characteristic of FID.

Syntactical deviations from the normal syntactical patterns, i.e. the appearance of
inadmissible constructions in the syntax of FID sentences, seem to be the most
frequently used device to signal FID. Such constructions, which are rarely found in
the written language, can be encountered in the spoken language which "is usually less
strict in the observance of certain grammatical rules - - especially when the speaker is
under emotional stress or when he is thinking rapidly to himself" (see Lethcoe, 1969:
130). Thus one would expect to find in FID passages the incomplete sentences and the
elliptical constructions which are present in the spoken language as the following

examples will illustrate.

75) ‘H Z8én &yeipe mlow xi dkovpmnoe Té keddA ™s oTé EvAwo
yxwpiopa. T vavolpile 76 vrolkouvTovk TAis unxaviis... AArfeiaq,
éxelvos 6 kapyaplas oté povpdylo, TOTE pé T6V "Alek - Tl vd
vivetar dpaye altés 6... KdTL povppolpioe.

(K. TIOAITHZ: TEPMA, 152)

76) “Epewe piud otiypy 6 Mavéins T6é00 Tapaypévos, wov TL vd kdpel
8év tifepe. Nd Ppel ddoppn kal vd yuploel miow vd diyer, q v
dvoléer kal vd ‘pme; Kupla Mmépn... i mavtpepévn, 1 Pedriko

Svopa... "Ayyeholbi... "Exel houméy kal mwaudl... Tdv mapdfeva SN’
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avTd... ' Aviows Opws kal meBdver oT’ dhibera... Tové viknoe Tév
¢ywiopd pud dopd 6 wévos kal pmiike.

(A. ESTAAIQTHZ: O MANOAHZ O NTEAMIIENTEPHZ, 62)

Incomplete comparisons or what Lethcoe calls free-floating comparisons (op.

cit., 132) may be another indicator of FIT.

77) ItekdTav kali Ty koltale, viwbovtas péoa Tns wd TpudepdSa.

Aég i fitave 4830 xoutaBdxi. Md éxeiva Td optxTd T™s $pidia...

TI\U8nke, ovyvploTnke.
(K. TIOAITHZ: TEPMA, 1445)

78) ‘H yuvaika 8ékev Tpdémo, éEumvdda, yakidla. Kiu' Atav T6 pévo
wpdpa wol 8év Tolhelme Tob Nibviou. PTdver vd fifele, dTdver vd

TéPale melopa.. Md kal T{ ywaikal Zd Bacilooa, od vepdida, od

fed. Ku' ddTovo mpdpa, pumbiiko, Suwhny pepla - 8xL odv kdTL dMeg

mou Tls Mve K’ Bpopdes, ki’ elvar {apwpéves, pikpokapwpéves,
Aewpés, wllepes, od vd hminke 6 Oeds, TV Gpa ol Tls émhale,
76 {updpd...

(. ZEENOIIOYAOZ: O KOZMOZ KI’ O KOZMAZ, 514)

Sentence fragmentation can also be used to convey the impression of the

spontaneous flow of thought.
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79) Bydler Téocepamévte Mnvaila, éva WaktripL xelpbypado, €va
MevkooTdplov... TimoTa...
*Eokupe oty @0 kaoéha... KU’ €85 elvar BiBMa... yudpipa BiBMa...
MevtnkooTtdpiov mdM... ‘O * AméoToNos... "A, “Ounposl... Neuvpikd T6
dvolvyet...

(©. TIETZAAHZ-AIOMHAHZ: O MAYPOAYKOI A’, 656)

80) ALakd8a, ovpavés TevTaxkdbapos, mepovidlel 1 Taywvid. AiaBalvel
6 Tlérpos Thv mhatela dpyomepmaTwvTas. Ieplepyol ' Amd mod 64
Eekwroovve; MiTe adToklvnTo, pniTe kallTexvdSes. IavTtod
xpLoTovyevvidTiky épnuid. [...]

(A. KOTZIAZ, op.cit.,, 258)

In the above quoted example the use of the adjective "meplepyo" (strange)!2,
further emphasized by the appearance of the exclamation mark after it, denotes a shift

from narrative report to FIT.

Deviant word order is another means of signalling FIT. In M.G. word order is
more flexible than in English and this flexibility is also present, to a certain degree, in
noun phrases. When nouns are modified by the article and by demonstrative adjectives
and numerals these modifiers usually precede the noun. Sometimes, however,
adjectives can be placed after the noun for emphatic reasons (see Mackridge, 1985:
193-5). Deviant word order can influence the degree of colloquialism of a sentence
since sentences with misplaced modifiers appear more colloquial than sentences with

normal syntactical patterns (i.e. ex. 81).

12 According to Lethcoe (1969: 131), cllipti_cal constructions such as "queer”, "strange” etc. are
frequently employed in English to signal a switch to FIT.
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[..] Md T6Te 8d T mWds 7 8év Umdpxer Sublou vuxTodvlakas T
dpxiler Ty Bdpdld Tou Td peodwvuxta.. Aowmdv 64 THs mdpn éva
dbpepa, BéPara, €va wpalo kaTakdkkivo ddpepa pé pavpn {wwn ol
Exer. €va peydho xpuod kplko yid vd 8évm. "YoTepa xdAToeg!

»

Kd\Toes TOMES... ki’ éodpouvxa, €évav omBé8eopo odv ki’ ékelvous

ToUs Savteréviovs ToU «Keotés». [...)

(A. BAAXOZ: TYPOAEZIKO, 1256)

Another kind of a syntactic indicator of FIT is the appearance of co-ordinating

conjunctions, i.e. "kal" (and), "é\Xd." (but), in initial position. These conjunctions are

no longer used to join two sentences. They function as interjections, especially in the

spoken language, and they lay special emphasis on an utterance. Thus their usé can

indicate a shift from narration to FIT.

82)

83)

* Amépewve kel oty wépTa T™s. TSO puadé ™s oTapdmoe, Td méSLa
™s kémmkav - T{ pmopoloe vd ‘var pé TO keldpL kal BVpwoe
abTés; Kal 16 Eépev & xbopos, 8los O kéopos, €ime. Kal - wapdra
pas - 6 Tlétpos 6 Mmakartods!...

(A. XATZHZ: H ©EIA MAZ H AITEAIKH, 96)

[..] ©d pmopotoe v’ dvolfer mohepo p’ 8hov Tév kdopo, xwpls vd
mdfer 6 i8os oUTe éva TimoTa.. ZwoTds Iletpaocpds... TMatl
povdya pé 76 yeltova; Kal pé Tév ' 'Apydpn Tév mheovéxtn Oxi;
kal pé ™ Mapla Oxy; Téoa Tob ’xe kdper admi... Md & Tidwmg, &
Mdwns fitav d\os dv8pwros, alrds 8év elxe kakoolves.. Md, pd
6 ©Oebs 8év kdveL ocelopovs, katamovTiopovs, pd 8€  plyvel
dotpatés, kal 8 xalder étor dSiddopa Tols d&8ikous kal ToUS
dikatovs; "ETor 6d ‘kave ki 6 Owpds..."As émaitpve kai 16 Tdvvy

T6 okédro... Md Tl 8lvapn é€xer alvTés, 6 €pmuos, 6 Kuvnynuévos,
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o0 kdle pépa €okudTe kal meploodTepo mpds TH YA, kdTou Amé
76 Pdpos Ths SuvoTuxlas kal ToD kataTpeypol Tou;
(K. ©EOTOKHZ, op. cit., 154)

Loose shifts from topic to topic or from sentence to sentence and parataxis,

which characterize the spoken language, are also employed in FID to create the

impression of rapid thought processes. In the following example lack of subordination

and of connectives attempts at reproducing the loose structure of the character's

thought processes.

84)

[..]°O matépas Tév wétafe Ambé T6 omiTi pé KAwTOLés, TS pepdi
vat, pfite o7} 8lokokn dpa Tob G8epdod Tou Bév KkpaTriBnke,
wAnpévos pé Tols dyopacTés dppefe odv moukndrikav oo oo T4
xTipaTta TAS pdvas, N Nevéta mwatoloe Td 8wSexka Odpmaive oTé
yupvdoto... €, kal Tdpa; PAAKO 1 Texwikn étarpla Tous, dwéd
mpémepol 6 waTépas ki avTés O KATATWTUOTOS peyardoxmuoL
oweTdlpol TLd dywptoTol, N pdva kapdoypddnua kal 1 Nevéta oé
dndyvwon... oTé Toemdky pafl pé T° dmoluTrplo €lvar T6 TekeuTdlo
vpdppa ™S O kepavwds.

(A. KOTZIAZ, op.cit., 21)

Dislocation of syntactical patterns can frequently approximate to near incoherence

(see Lethcoe, op. cit., 139).

85)

[..] ZovkaTodper amé€w oTé melodpdpo O TléTtpos. Kamvifel. Aékal
ki dképa Puxn, Tl obL éx8popr... kal kakd f Ala TeloomdvTwv
elvar uolkd UoTepa dm Soa éywav dv 8év THV Eodafe 6
Benykékas TeloomdvTwv Belnykékas elval, pid wképmpa 6d ™V

mamioer Eepd Ywpl kal vepd Sxu éxSpour) Tpuiuepn, UoTepa dw’
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8oa &ywav TONU buoLké... pd ol kal\itexvdSes; Tlértafe wkal 76
SevTepo amotolyapo 6 TIéTpos, T6 kAdTonoe, 8éka kal TéTapTo,
alyovpa mpémer vd TpéfeL oTé Tlaykpdti yv dvixveuvom, palov
otév’lovda vd Tpéfer pmopel kal vd Tv éodake. [...)

(A. KOTZIAZ, op. cit.,, 258)

In sum, any deviation from the normal syntactical patterns is permissible in FIT
because it aims to reproduce the spontaneous and free form of the sentence-structure
that characterizes mental processes.

Next we will turn to the analysis of grammatical indices of FIT.

3.8.4. Grammatical Indices

Bally and Lips assume the primacy of grammatical markers in the recognition of
FID, i.e. the transposition of verbs and pronouns and the appearance of the imperfect
tense in French. Lethcoe (op. cit., 155) argues that it is the presence of other speech
signals that gives a different value to these verbs and pronouns from the one they
usually have in narration. Thus verbs and pronouns cannot be considered as the
distinguishing features of FID since the imperfect in French is not indicative of FID in
all cases. It can have other functions too (i.e. it can denote descriptive habitual actions,
duration in the past, conditional past etc.). However, Lethcoe (op. cit., 159)
continues, verb shifts or even a shift in aspect in certain cases can be suggestive of
FID. The following example will illustrate how a transition from the indicative to the

subjunctive in M.G. can denote FIT.

86) *Euewe piud otiypy 6 Mavéins Téoo Tapaypévos, wov Tl vd KdLeL
8¢v_fikepe. Nd Bpel dbopur kai vd yuvploer mlow vd iyel, 4 v’

dvotker kal vd ’umer; Kupla Muépn... | wavtpepévn, | PevTiko
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dvopa... *Ayyehotdi... "Exet doumév kal maudl... Zdv mapdfeva &N
atrd...  Aviows Spws kal mebBdvel o1’ dAfBeia...

(A. ESTAAIQTHZ: O MANOAHZ O NTEAMIIENTEPHZ, 62)

Similarly the use of modal auxiliaries such as "mpémer" (must)!3 and "pmopel"
(can) to refer "to a supposition of obligation or permission on the part of the character,
rather than to an objective obligation” can denote FIT (see Pascal, op. cit., 39).
Furthermore other impersonal verbs such as "¢alveTar" (it seems, it appears),
"yiveTaL" (it becomes, it happens, it is done), "tTuxaiver" (it happens that), by

describing inner states are more readily attributable to the character than to the narrator.

87) [.J*A, 8\a wdve oTpaBd lowwéy; ©’ dmoTixn K’ 1) TapdoTact| Tov;
M4 adm| mpérer vd mdn kald Zkédtnkev dpéows Té payeipld Tob
Polka 1 “«Apdiroxla».’Ekel Tpoel wdvtote & KpuoTdAins - ds wdn
vd Tév Eadvion! ToukdxioTov 6d yeldooww pall. [.]
(Z. TIATIANTQNIOY, op. cit., 103)

88) [.]'H dywvia Tov fTav dBdoTax™. Aév_pmopotoe vd ’xe xTumnfel

- 84 T6 kaTaldPawve. Tlétafe éva xwpaté, pud M dwvy Tou HTav
Aaypévn.
(N. KAZAAT'AHZ: XOMA KAI NEPO, 31)

13As Dry (1990: 136) points out, instances of "must” in a passage of FID in English can heighten
the impression of free indirect thought.
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89) (1) Xapoyérace omiv k. Ildpvm, 8ixws vd wpoopéver xapdyelo v’
dvtaméSoomn. (2) ThHs péver dxbépa kdmora érmida, 1L 6’ dvolfer T
mépTa kai 64 ’pbel O TIéTpos... TéTe pmopel... umopel vd omdoel 6
Tdyos... § k. Idpvm, & TléTpos, abm... 0Té onitL ToUS...
Té olpa Ths QvéPnke oT6 KeddL.
(0. TIETZAAHZ-AIOMHAHZ, op. cit.,, 148)

In example (89) the shift from the S. Past, i.e. "xapoyéraoe" (she smiled), in
Sj to the present tense "Tfis pével” (she still has) in Sy is the first indication that we
have entered the character's mind. The impression of FIT is further intensified by the

repetition of the impersonal modal auxiliary " mopel” (it is possible).

90) [.] ... KL 6 véos mo¥ dyamoloe eltav Tiplos kal xalés xal wpaios,

A 8év elTav mlovolos... K’ elxe moTéler mds p’ éxelvov

povdxa 6dBpioke TV ebTuxla.. xal pid oTiypd évdpice mhs 6d

Tév &marpve... kal TAS €édarvdtoww Tbéoo duowkdé TS vd TéV

dyamded... [..]

(K. ©EOTOKHZ: Ol ZKAABO! 2ZTA AEZIMA TOYZ, 59)

In example (90) the appearance of verbs such as "elxe moTédeL" (she had
believed), "évépioe" (she thought, it seemed to her) and "tfis édarvdTouw” (it
seemed to her), point to a character who is reflecting internally. In general, verbs
which denote psychological states without any reference to the experiencer of those
states are more readily identified with the character, who is reflecting internally, than
with the narrator (Fillmore, 1976: 99).

The use of the third person constitutes another marker of FIT. As with FIS self-
reference is in the third person. In addition, the demonstrative pronoun "aités16"
and the character's personal name can be used in passages of FIT as indicated by the

following two examples.
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91) Nevpiaopévos, mwdm™oe T4 ulfa, tdpafe T§ punxavy oté ykd(L,
méTtafe pé OBupwpévo Xépt THY Tpltn TaxVTTa ki dpdinoe T6
dudkL oty dodarto. Kdti odv mapdmovo dvefrjynto okémale T
Puxy Tou. Aév ékave kald, 6 Muxdins: 8év Tob depdTav od dlhos
mpaypatikds. Kpatoboe kpudpd €va peyddro pépos Tob éautob Tou.

'Evd adtés, 6 Bdoias, ToU Td ‘Aeye 8ha. Tév €lxe odv &Sepdd.

(M. KAPATATZHZ: O TI'lOYTKEPMAN A’, 403)

92) [..]"Eoxuvfe vd koutdfer dmé pid xapapd8a. "Emece 1 patid Tov
iowa lowa o) dwTLd dmdvw. AvTds vd ToupTouplleL améfw, piod
amé ™ vuxTidTikn Puxpa, pod ané $6Bo ki amd AaxTdpa, ki éxel
péoa TéTos Tapddeioos!"Amhwoe TS xépL pé khédTikm TéXVM, KL
ékape Vv’ dvolfer ™ wopTa.

(A. E®TAAIQTHZ, op. cit., 40)

Optative expressions, which are indicative of strong wishes and desires, are
frequently present in passages of FIT. In M.G. wishes or desires can be expressed by
the use of subjunctive markers such as "vd" and "ds". "Nd" can appear either with a
non-past form to express a future time wish or with the imperfective past to denote a
present or past wish. In the latter case wishes are unfulfilled and they are frequently
preceded by the interjection "dx" (see Mackridge, 1985: 284). Similarly the
subjunctive marker "ds" in its hortative function and in combination with the first or
the third person pronoun can express a wish or a desire in M.G. (see Mackridge, op.
cit., 298).

The following examples demonstrate how optative expressions can produce the

effect of FIT.

93) ‘086s Ztadlov oTdbnke oé wd PBirplva. Elvar yepdtn maryvisia.

" ~ » ~ ~ ¢
“O\a étobTa Td dloya, ol dpkolSes, Td kapoTodkia, ol kolkles, ol
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Hikpootdnpé8popol, Td TéTLA, THY Kdvoww dEadva vd oxkedtel... dx,
ds elxe &va waidil.."Av €lxe éva wadl 46 T6 Aoukd... Beé pov,
v{ pakptd moU €lvar & Aoukdsl.. dv elxe éva madl, 8¢ 6d THV
alobavéTay Twpa Té6co Padid Ty dvdykn vd mavTpeuvtel Tév [TéTpo.

(6. TIETZAAHZ-AIOMHAHZ: MAPIA TIAPNH, 147)

94) [..] Td vixia s pmixTnkav 16 waxd poixo Tol wavwdopLod.

Nd uf ovyet... Nd pv odiyel.. vd pelver ékel kovtd Tns ds elvar

kit &toL 8mws T6 'Bele... ds elvar xwpls dvrambkpion pé T Siky
m™s Ty dydmn... pévo vd pv dbyel... vd pnh diyer kal Tév xdoet...

(T. ZTAYPOY, op.cit., 72)

95) ‘O vobs Tns Talideve pakpid... Nd AdBaiwve ToukdxioTov éva
vypdppa. "Hrav Téoo dfda 7 émbupla ms. Alxws kapld €i8nom
Téoous pfives. "AppwaTos, mdvw oTd paxpwd Bouvd.. THv

dyamotoe... [..]

(K. TIOAITHZ, op. cit.,, 152)

Likewise spatio-temporal deictics, an area overlooked by Bally and Lips (see
McHale, 1978: 265), can be used as indicators of FIT.

In passages of FIT temporal and spatial indices such as "tépa” (now), "€83"
(here), "avTds11<6" (this) are anchored in the fictional character and signal the
character's position in time and space. The narrator normally employs deictic

o

expressions such as "téte" (then), "ékel” (there), which distance the reader from the
character and make him realise that he is reading a passage of narrative report and not
of FIT. Thus the co-occurrence of present time adverbs with past tense forms can
indicate FIT because those past tense verbs are, in effect, no longer past. The time they

denote is the "now" of thought which can account for the appearance of present time
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deictics. The latter refer to the "now" of "histoire"14 (story time) and not to the "now"

of "discourse". The above mentioned signalling device is illustrated by the following

examples.

96)

97)

98)

[..] Kai Spws 8év dmeddoroe vd kpdfy. Kallltepov 6d 7o, dv
dpéows T6 €ixe kdpet.’ AN’ omola kakhy TOxM! Tlds v émalSevev
A dpaprial”Av ATov Tdpa 1§ Kpuiw €86, wéoov elkTdlov 64 e

(A. TIATTAAIAMANTHZ: H $ONIZZA, 61)

‘H Kuprakobha éokude vd Pdhn Td médAd s kal vd palédm 76
TolTwo dbpepd TNS.
"Ax, Ths kpbwve €88 mépal dx mds dopdTave Tis dwiés...

(A. NAKOY, op.cit, 469)

[.) TRye kv’ &bake TOMG kouTid, TOAd pddra dME Tob kdkov. T6
Tuporé{iko Ths BLTplvas 6d Atav 76 TekevTdlo. Kal Tdpa; Od

pmopoloe lows vd Eavdpdn miv émopévn Tlapackew, Omws dmdde,

kal vd mdpn T6 kamélo pall pé da.’ AN dv ot petad kdmolos
T dybpale; *Oxt, dmwodimote &xi."Empeme vd 16 mdpn dmdle.‘H
wévn Mon Atav vd Eaypumvioel éxel, mAdl oTé kamélo,
mwepipévovtas vd €pBoww ol ikpes Gpes, Stav Blos 6 kbopos
koupdTar, dxépa ki’ ol doTupihakes. [.]

(A. BAAXOZ: TYPOAEZIKO, 1278)

In addition to temporal and spatiall3 deictics, the near demonstrative "atTés-

4", which has a deictic meaning of nearness, can be indicative of FIT. Consider for

14Fjllmore refers to this phenomenon as the "displaced ego” use of deictic words with the narrator
temporarily assuming the character's point of view (see Fillmore, 1969: 135 and 1970: 269).

15pascal (1977: 81-3) and McHale (1978: 266) have drawn attention to the fact that spatial and
temporal adverbials are not always reliable markers of FID, especially in the works of certain writers
(i.e. Eliot, Dos Passos), because they can also be employed by the narrator in the narrative context.
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instance, example (99) in which the demonstrative "adTés" functions as a noun

modifier.

99) Zavdpewe wdh dpes kal dpes ONSpovn oThv kdpapd Tns.
Stoxd{eTar, dvapetpdelr.’Avapetpder 16 Spdpo mol éxave. TIpémel
vd ‘var evxaptotnpévn. Tlavtol mijye, mavtob T 8éxmkav, wavTod
Exappe, Tavtod Eexwpioe TL ENo Béhell...” A, ¢80 elval Twpa o
Bpébnke Eavd M\ydke pévm, Beé pov, TL pévm mou elvar, 7L d8era
mou elvar | {wf s, Tl kevd BAémer ylpw Tmsl.. "QoTe;... “QoTe
8\os altds O mav{ouvphiouds, avtd Td meplhapmpa BpdSia, alTés ol
émTuxies, alTé 76 povadiké dvéBacpa péoa oé Ayous pfives:...
TimoTa;... TimoTa;...

(©. IETZAAHZ-AIOMHAHZ, op. cit., 111)

The analysis of the above quoted passages reveals that there is a number of
grammatical indices that can help characterize a passage as FIT. As with FIS, self-
reference is in the third person. The demonstrative pronoun "adTés™{" and the
character's proper name may also be used by the character to refer to himself. A shift
from the indicative mood to the subjunctive with the latter being syntactically
independent, i.e. governing a main clause, can be another marker of FIT. In addition,
a switch from the simple past tense to the present or even to the future tense can
suggest FIT. Moreover the appearance of modal auxiliaries, of impersonal verbs, of
psychological verbs to refer to a character's inner states of mind, of the "near"
demonstrative "abTésT 9" (this), and the co-occurrence of proximal space and time
deictics with past tense forms are further indices of FIT. However, it should be noted
that FIT cannot be defined strictly in grammatical terms because grammatical features
usually sustain the impression of FIT in combination with other linguistic and

contextual indices.



149

3.9. FIT and Consciousness

In all the examples quoted in sections 3.7. to 3.8.4., FID was used as a means
of recording a character's fully articulated thoughts. Whether FID can be extended to
embrace that level of consciousness which is beyond verbal formulation, that is
whether FID can be used as an instrument for presenting a character's stream of
consciousness, differs from one approach to another. This is due to the fact that
studies of consciousness modes tend to slight the role of FID as a stream of
consciousness technique not because it is insignificant but simply because most
categorizations of consciousness modes are based on conceptual rather than formal
criteria (see McHale, 1978: 276). On the other hand, as McHale further remarks,
theorists seem to have accepted rather uncritically the suitability of FID for reproducing
a character's stream of consciousness. There are many instances of FID which occupy
a midway position between represented speech and thought rather than being
naturalized as stream of consciousness. For instance, Hernadi (1972: 38) using the
distinction between arbitrary and (pseudo)natural signs, with the former rendering
non-verbal mental events (i.e. authorial narration) and with the latter referring to verbal
mental events (i.e. figural language), points out that FID is employed for reproducing
mental events which are quasi-verbal.

Generally speaking, accounts of the function of FID as a stream of
consciousness device differ in terms of the powerfulness of naturalization they imply.
More moderate approaches include those of Ullmann's and Pascal's. Ullmann
considers FID as the mode that "foreshadows such modern experiments as internal
monologue and the 'stream of consciousness’ technique" (1964: 134). Pascal (1977:
45) has also identified passages of FID which are indicative of the attempts of certain
nineteenth century novelists to render "that level of awareness that cannot properly be
put into words in the form of direct speech or narratorial explanation and that even
seems to resist grammatical and literate expression altogether". More radical

approaches are those of Banfield's and Lethcoe's. In addition to sentences of
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represented thought, Banfield (1982: 198) recognizes another group of sentences,
namely the sentences of non-reflective consciousness which render not only
perceptions but also all non-reflective mental states. An indirect free form of reporting
perceptions and auditions has been described by Fehr (1938: 98) who uses the terms
“substitutionary perception” and "substitutionary audition" to refer to "vision by
proxy" and "audition by proxy" respectively.

Similarly Lethcoe (1969: 206) has noted that narrated consciousness, as he calls
it, is not restricted to visual perceptions. Sensations occasioned by external (sound,
smell, taste, touch) and internal (balance, temperature, weight, muscular extension,
pleasure, pain) stimuli are also possible. Imaginary states of a character's mind can
also be represented in FID (e.g. dreams, memories, anticipations, hallucinations etc.).
According to Lethcoe (op. cit., 214) the main advantage of narrated consciousness is
that perceiving is not simply seeing but "seeing and evaluating, seeing and possibly
commenting to oneself on one's perception”. Narrated consciousness can be identified
through linguistic and contextual indices with FID being one of the markers.

The examples that follow (see Sections 3.9.1 to 3.9.7.) illustrate how FID has

been exploited by M.G. novelists to render different kinds of consciousness.

3.9.1. Visual Impressions

This section will examine the reproduction of a character's visual perceptions.

100) (1)°O Moipkas kutafe wépa. (2) Tldvw oTd oTdyxva okiés, okiés
pavévtave vd Tpéxow, okiés palpes, YpHYOpES...

(A. N. BOYTYPAZ: AIQI'MENH AT'ATIH, 12)

In this brief example the appearance of the explicit verb "kiTafe" (he watched)
in the first narratorial sentence serves as a signal of free indirect perception. The

sentence immediately following represents the character's visual perception. The



151

repetition of the word "oxiLés" (shadows), the separation of the phrases by commas,
the character's impression that the shadows move, the appearance of the adjectives
"nadpes" (black), "ypriyopes" (quick) after the noun "oxiés" (shadows) for
emphatic reasons, and the suspension marks at the end of the sentence, constitute the

main indices of the character's visual perception.

101) (1) Ou TolxoL pe T Tametoapla, akpipy. (2) To wdTwpa, pdppapo.
(3) Tpla Tpameldkia oTpoyyuld, yudhva. (4) Téooepls SeppdTives
moAuBpdves T6 kabéva. (5) Oa ’Aeyes axptBé Eevodoyxelo. (6) H
To\uTélera é8Lve dveon.

(7) O Kdiotas 8oklpaoe va onkwlel, pa m voookdpa Tov éompwe
otabepd.
(N. KAZAAT'AHZ: ATOZ, 108)

This example appears at the beginning of one of the chapters without explicitly
indicating whose perception this is. However, the depiction of the main character
waiting in a hospital disperses any doubt about the identity of the experiencing subject.
The main characteristic of this piece of consciousness rendered in FI form is the
absence of verbs in Ss 1 to 4 and the use of evaluative adjectives after the noun they
modify in an attempt to render the character's sense impressions in a natural way, i.e.
with evaluation following his visual perceptions. The use of the colloquial phrase "Oa
\eyes" (you would say) in Ss is suggestive of the way the character compares the
waiting room in the hospital to the lounge room in an expensive hotel. The passage

concludes with the character's comment that luxury is synonymous with comfort.

102) (1) TS Tpalvo kéPe. wdAL TaxdTnTa, omTdkia, TeplBoia, T
kotunTript TOD Xwplod €xeL doBeoTwpévo dpdxTn, o1’ dvdpia
kumaploola dmé kdTw €évas mwamds pé kalvppadke kal meTpaxwi,

uid pavpoddpa yovatiom™ Buplatifer €va prpa... (2) 16 drwxikd
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oTadbpé okovpiacpéves Aapaplves, opouvviés kal pméxa. (3) TIndu
oTjv dmoBdfpa €va 8imato owltL wpdowo, oTé wapabipL wid
OTpoULTOUNY proyLaTiopéun, dppatwpérn 8ia yopydva dyvavTebel
76 018eplBpopo, pacovider paotlxa kal mepipéver. (4) Ity
kdpapa Tlow ™S pid pméha oTév Tolxo, uid mwie€dva oxbpBa,
évag EédTios kabpédtns. (B) T( mepipéver; (6) Tlapéker €vas
ydi8apos dmolbwpévos oTé homipt dvalobnros: otév lokio pids
ouvktds pid kokaidpa ypud pé paPl pegoddpr dvakhaSiopévn
pacovhdel omdépia, dyvavrever kal kelvn 76 oL8epddpopo, T6
dadovTiko oTépa dAéBer kal dTiver dAUBLa. (7) TL wepipéver; (8) Ki
6 filos kaler, Timota od vd pf calever dmvoia dpuypévn yis
ouyaktd amdlum, T6 dpelhixto $ds dfadva Més kal pavpioe... (9)
Eexwnoave. (10)°H oTpouvpumovlty oTé mapabipL pacoulder paotixa,
76 wpdowo omlTL xdfnke.

(A. KOTZIAZ: O 'ENNAIOZ THAEMAXOZ, 17)

In this passage the character is depicted in the act of perceiving as the train he is
on is slowing down. The main characteristic of this extract is the use of staccato
phrases, placed one next to the other and separated by commas, which along with the
omission of the verbs in many sentences and the descriptive nature of the language
employed, represent in a more direct and natural way the character's visual
perceptions. The appearance of a phrase such as "16 Tpalvo kéBev mdAL TaxiTnTa"
(the train is slowing down again) in S suggests that what follows is the character's
sense impressions. Visual images are presented in the present tense and in the order
they are perceived by the character, i.e. first the houses, then the orchards and finally
the cemetery, which is described in more detail, as the use of the phrase
"gopeaTwpévo dpdxTn" (Whitewashed fence) and the character's reference to the
priest's clothes and to the actions of a woman who happens to be there at that time

denote. The suspension marks at the end of the sentence are indicative of a shift to
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another perception. In S, which is verbless, the condition of the station is described
through the employment of adjectives such as "$Tw)LkS" (poor), "okovpLacpéves™
(rusty) and the phrase "ofouwiés kal pméxa" (cow manure and stink). "Mwdxa”,
however, renders the character’s olfactory impression. Now that the train has arrived
at the station the character can have a good view of the area around it. Thus Ss 3 and 4
reproduce the character's visual perception of a house near the station. S3 gives a
description of the exterior of the house, as the adjectives "8{maTo" (two-storey) and
"mpdaivo” (green) indicate, and of the woman who happens to be at the window. It is
worth noting that the character refers to the woman by using descriptive adjectives
such as "oTpouptmoudd" (plump), "pwoyiaTiopévn” (heavily made-up) and by
omitting the noun "komé\a/yuvalka" (girl/woman). These adjectives are at the same
time evaluative. So is the simile he uses to refer to her jewellery, i.e. "dppaTwiévn
18La yopyéva" (armed like a mermaid), and the verb "pacouddw"” in the phrase
"nacoukder paoTixa" (she is chewing gum). The use of the verb "pacovidw" in the
place of "pacdw”, which usually collocates with the word "paoTixa" (gum),
describes vividly the movement of her jaw. The character has the impression that the
woman is waiting for something as the use of the verb "mepipévw" (I am waiting)
suggests. S4 describes the things the character can see in the room she is in. In the
next rhetorical question, which can be either FDT or FIT due to lack of a grammatical
indication, the character is wondering what the woman is waiting for. In long Sg,
which is broken up into two parts through the use of the semi-colon, there is a
description of the area near the house. The impression of a donkey that seems to be
suffering from the heat is followed by the perception of an old woman munching
pumpkin seeds. The woman's outward appearance and movements are described by
the use of adjectives such as "kokaiidpa" (skinny), "pap(” V(purplc),
"dvaxiaSiopévn” (leaning back) and by the phrase "16 dadoiTiko oTépa dAéder
kal ¢TOver dAOSLa” (the aged mouth grinding and spitting the husks), which depicts
vividly the movement of her jaw. S7 is a repetition of the character's rhetorical

question in Ss. Sg refers to the unbearably hot weather. The appearance of the co-
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ordinating conjunction "kt" (and) initially suggests that the character can feel the heat
all the time he is depicted in the action of perceiving. The suspension marks at the end
of the sentence introduce the character's next thought, which can be either FD or FI
due to the absence of any grammatical indicators. The last sentence renders the

character's last impression as the train is leaving the village.

103) a) Mid «kateBaotd dpxovTikd - kdykelo kal ‘yapviTolpa Kt
dyalpaTdki,khadepévor kfimot, kiéokia kal ykapdl, TévTes, dép
doplé kal yAdoTpes mihves, kepauldia cwnrwTtd ki dkpoképapa,
obv pLd SevtpooTolxia evkdhumTous 8efd (epPd oTd melo8pbyia,
olv KkdT. mhakobpes TA melodpbuia pé ypaoldL oTols appovs.

B) (1)°0O Ztédavos khéTonoe Tois ocwpols Td Eepbdula. (2) Tolke
76 kaokdéh oTé Aatpd Tou, Aewddpos ool Aéert (3) wdvra
petdlodoe p’ abm™ ™) Aewddpo. [...]

v) L.] (1) Tlépace povBiaopévos o716 dmévavt melodpburo. (2)“Evas
Tabvt{hs kbpvape émipova, «T6 BpddL o] Maplvar, duvae o76
Tpikukdo woU kaTéBawve wpds Té Apdw. (3) ‘O Zrédavos
vmordytoe* (4) oTd meviyta Tns kovtd Xpévia wéoo PBacTiéTar
prd ywvaika; (5) Ku dv dvoke payall; (6) dv dkéun dvorke
pmopvtého; (7) Aév Tob T6 ’Neye; (8) mevmutdpL TS mwevmuTdpL
lowve pmpés Tou 1 Maplva Td xapmid mou Eedoukdpwrve dm’ T4
Butd s kal ToU ‘kAewe TS pdTL 8lxws vd xdver T4
Moyaptaopd. (9) « Eydd molv PAMémeis pid pépa 8d kouvpavtdpw
otiv TOAN. Aév 16 moTelels; E, pidoe Tév watépa ocou». (10)
‘0 matépas Tou Aadépmopas. (11) IMnpdver 6 wmatépas kal yapel

6 yués ATav 16 mepLyélaopa, Stav €va deyydpl €puTedTnke O

Irépavos T Mapiva Kk’ éva okéeBpo N pdva Tou pé TpLxwTS

myoUvL, <« pdva povoTdki ddrvels;» k¥ UVoTepa ouyd ouyd

plomoe Td Bapéha Td \dSia.
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8) (1)"Opws ékoBe EavdkoBe oTd oTevd. (2)’ENdxioTor ol dvBpwmot
oToUs 8pbpovs, Ayvepévor, okouwwToUdpAndes. (3) PTrnvoPnoTapiés
yid THv épyaTid, Ywpopmakdiika, weplmwTepa d8eia, 8évTpa
kpuouhdpika. (4) Tlépace €Ew &m 76 ' OpdavoTpodelo.

M. AOYKA: ATIOHXOY ATIO'EMATINHY MOYZIKHZ, 52-3, 56)

In the above quoted example the first extract appears at the beginning of the
story. Although there are no explicit introductory markers to indicate that this is a
reproduction of the character's visual perceptions the use of staccato short phrases,
separated by commas, the lack of verbs and of full stops throughout the passage and
finally the description of the character walking along the street in the immediately
following paragraph suggest consciousness rendered in FI form. The character's first
perception is a row of mansions. There follows a detailed description of those houses
which is introduced by a dash. The character's sense impressions are presented in the
order they impinge on his consciousness further intensified by the use of the
conjunction "kal" (and), which in this particular passage has an additive function, i.e.
it adds new details to the descriptive process. This additive function is also denoted by
the use of the word "o0v" (plus), a mathematical term, which the character employs to
refer to the perception that concludes this paragraph, i.e. the row of trees on the
pavements and the big paving-stones.

The first sentence in the second paragraph confirms our judgement about the
preceding paragraph, i.e. it renders the character's perceptions. In the first sentence the
character, to whom the narrator refers by name, is depicted as kicking the heaps of
dried leaves in the street. This fact can account for the description of minor details in
the first paragraph such as the size of the paving-stones and the grass in the joins. S
begins as narratorial but after the comma it shifts into the character's mind. The

colloquial structure of the phrase "Aewddpos ool Méel16" (boulevard they call it)

16As Tannen (1986: 316) observes, in M.G. the spoken expression "ol A\éer" (lit. she/he/one says
to you) can be used figuratively (i.e. she/he/one says to her/him/oneself) in a narrative context to
report a character's thoughts.
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indicates FIT. The sentence that appears after the semi-colon seems more likely to
belong to the character than to the narrator as it expresses the character's feelings about
the islanders' insistence on calling this street a boulevard.

The next extract occurs a few lines later. The first two sentences are narration.
However, in the second sentence there is a direct quotation of a taxi-driver's words,
which are enclosed within inverted commas and are introduced with a dash. The taxi-
driver's DS and the mention of the name "Maplva" impinge on the character's
consciousness and provoke past memories. In S3 the phrase "6 ZTédavos
tmordyLoe" (Stefanos calculated) along with the semi-colon, which appears after it,
serve as markers of FIT. In Ss 4 to 7 the character is wondering what has happened to
a common woman called Marina, whom he used to know when he was young. He
even recalls the conversation he had with her about her plans to become rich and
powerful one day. Her exact words are placed within quotation marks and they are
introduced with a dash to create the impression of DS (Sg). The next verbless
sentence (S1p) is triggered by the woman's reference to the character's father and we
are told about his father's occupation. Long Sj1 is characteristic of the associations
that the character's mind makes. The vulgar term "yapei" (he has sex), the colloquial
phrase "€éva dbeyydpl" (at one time), the phrases "oké ebpo" (skeleton) and
"rouxwTé Tryoun" (hairy chin) which describe his mother's outward appearance,
the direct question "- pdva, povoTdkl dédrivers;" (- mother, are you growing a
moustache?"), which is placed within quotation marks and is introduced with a dash
and shows the character's lack of respect for his mother, and finally his hatred for
everything that had to do with the oil trade are further signals of FIT.

The last extract from the same story reproduces the character’s visual perceptions
as he is walking round the streets of the island. The first sentence is narratorial. Sy
renders the character's impressions through the use of paratactic verbless phrases,
which are separated by commas, and through the appearance of some of the
descriptive adjectives encountered in this sentence after the nouns they modify. In S3

in addition to the occurrence of the adjectives after the nouns, compound nouns, i.e.
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“dTrvopmoTaptés” (cheap restaurants), "pwpopmaxdiika” (lousy grocer's shops),

are used for evaluation. The complete sentence that follows denotes a return to

narration.

3.9.2. Auditory and other sense impressions

Representation of a character's consciousness need not be restricted to visual
impressions. Other kinds of consciousness are possible with auditory perceptions
being one of them. The following examples illustrate the use of FID for the

presentation of different kinds of consciousness.

104) (1) OL wémavrpor dveBatvow lola oTé Swpdté Tous. (2)'H Edvn

mapkeTaptopévn okdia, 6 $apdis 8uddpopos mol pupller kepl. (3)

OL mépres omf ypappv. (4) 'Evvid 1) 8éka xTimMMmoe éxelvo T4

poXSi;... (B) OUd, 1 kdpapd Tous elvar yepdtn Aovhovdia. (6) 'H
Elpfivn Td ¢pdvTice Oha.

(8. IETZAAHZ-AIOMHAHZ: MAPIA TIAPNH, 72)

In this passage the first sentence is a description of the spatial position of the
newly-wed couple and it belongs to the narrator. S, however, denotes a shift into
consciousness rendered in FI form as impressions are filtered through the character's
consciousness, i.e. there is a description of what the character can see or smell while
she is going up the stairs. It is worth noting that FID is reserved for the representation
of the main character's sensory impressions and not for her husband's. In Sy the
character's sensory impressions are presented in a paratactic form through the
omission of any co-ordinating conjunctions. The use of the adjectives "€UAvy"
(wooden) and "mapkeTapiopévn” (parquetted) for the description of the staircase, of
the adjective "$apdis" (wide) to describe the corridor, and the smell of the bees-wax

that reaches her nostrils are further indications that the reader has access to the
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character's consciousness. S3, which is elliptical through the omission of the verb,
reproduces the character's visual perception probably from the top of the stairs where
she can have a complete view of the hotel rooms. S4 renders the character's self-
questioning as to how many times the clock chimed. The question mark at the end of
the sentence is indicative of her uncertainty about the time it chimed. The use of the
demonstrative adjective "éxelvo” (that) denotes that the character can only hear the
clock; she cannot see it because it is out of her vicinity. The suspension marks that
occur at the end of the sentence indicate a change of spatial position. Ss renders the
character's visual perception when she has entered the hotel room. Her interjection
"olid" (Oh) at the beginning of the sentence suggests her displeasure at seeing the
room full of flowers. This piece of consciousness concludes with the character's
observation that her sister, to whom she refers by name, took care of everything. In
sum, in this passage FID has been employed to present the sensory impressions of

sight, sound and smell.

105) (1) "Afadva wvixTwoe. (2) El8e 14 vixTa wol dhadpokddnoe kdTw
oTév kdumo, amdvw 4w Té xwpld, SubTpla dwTdkia wallouvve Tépa
o1 ' AfBaldoot... (3)'0 umdmns dpyel vd Eavaduoijoel... (4) 6d ‘weoe
kt’ avTés... (B) "A, vd oépver kal pupovdiés dmd xbpTo... (6)
Qoukudldns... (7) « Tlod elvar T6 BLodki;...» (8) BlaoTikd okifet, T6
EeOnhikdiver kal xuver péoa Td xerpdypada... (9) Aé 84 ‘var péro
Qoukvdidns, 0d 'var ki’ d\ka... (10) elvar wold... (11) Tpryopa,
omacpwdikd, ddiddopa, Bdler Tdpa péoa otls kacéles wiow Td
BpAla, Td peydda teitoupyikd BiBAla kal Tols *Apxatovs... (12)
Meplepyo, vd priv éxer Baollero, XpvoboTopo, Aapacknvé... (13)
Adtés véule... [..]

[.] (D0 d&xds Tob ypidou kamndopller pall Tou. (2) Tol mipe T
adTid. (3) Nd ki’ d\o doTépr éxel Pmid, ki’ dXho, ki’ &Alo... (4)

"E¢Tace otd PouproTémia, dkovotnkav Td Batpdxid... (5)°0 dpe-
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Mépkos, kadds PadlleL yopyd, vidfer Td wéda Tou, yupvd péa’
oT1d ocavtdiia, vd watdve oTd laomdvepa. (6) Md é&tor elvar
¢TolTos & 8pbpos, Tl vd ylvel, 8ho Polpkos elvau.

(0. IETZAAHZ-AIOMHAHZ: Ol MAYPOAYKO!I A’, 67-8)

In this extract the character's sensory impressions are found in combination with
his verbally formulated thoughts. The first sentence is narration. The verb "el8e" (he
saw) in S is a signal of consciousness rendered in FI form because in the same
sentence there is a slip into the character’s consciousness as the change from the S.
Past tense, i.e. "€l8e" (he saw), "dAadpokddnoe” (lightly settling), to the Present
tense, i.e. "mal{ovve" (they are flickering), denotes. This change is further intensified
by the appearance of the suspension marks at the end of the sentence. Dots of ellipsis
are employed throughout this passage in an attempt to reproduce typographically the
character's FIT and consciousness. In Ss 3 to 5 the character's thoughts are directly
associated with the external data that impinge on his consciousness. For instance, his
observation that the breeze takes its time to blow in S3, his reasonable conclusion
expressed by the modal form "Od ’‘mece" (it must have stopped blowing) in the next
sentence and the appearance of the interjection " A" (Oh) and the particle "vd" (there),
which are common in the spoken language, to indicate his misjudgment in Ss, suggest
the FI style. The word "Goukudisns” (Thucydides) in Sg denotes a shift to a different
kind of thoughts. This impression is reinforced by the brief phrase that follows, which
is introduced by a dash, as if it were DS, and is enclosed within quotation marks. Sg is
a narratorial description of the character's movements. Ss 9 and 10 are in FDT. The
next long descriptive sentence (S11) belongs to the narrator and the switch to the
character's mind is denoted by the adjective "meplepyo" (strange) and the negative
subjunctive "vd piiv éxe” (not one) in Sq3 and by the incomplete sentence which
concludes this extract (S13). In §13 the demonstrative pronoun "adTés" (he) is used

for self-reference.
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In the next short extract, which occurs in the same novel a few lines further on,
visual and auditory impressions appear along with FIT. The phrase "6 dx6s Tob
ypulouv" (the cricket's sound) in the first narratorial sentence prepares the ground for
the presentation of the character's perceptions. Sz, which simply consists of the
colloquial phrase "tod mfipe 7’ aiTid" (it captured his hearing), renders the
character's auditory impression. It is immediately followed by the character's
perception (S3). The initial position of the particle "vd" (there) and the repetition of the
phrase "kt d@\Xo" (and another) point to the character who counts the stars in the sky.
The appearance of the suspension marks at the end of the sentence intensifies this
effect. S4 is narration. In this sentence the paratactic use of the two phrases, the
employment of the passive verb form "dkovoTnkav" (they could be heard) in the
phrase "dkovoTnkay Td Batpdxia" (the frogs could be heard) and the suspension
marks at the end create the impression that we still have access to the character's
perceptions. S5 renders the tactile impression of the character's feet walking in mud.
The character's name "$pé-Mdapkos" is used for self-reference. The final sentence is
FIT. In this sentence lack of co-ordination and the use of the conjunction "pd" (well)

along with the adjective "éTobTos" (this) and the colloquial expression "1l vd ylve"

(what to do) produce the impression of speech.

The following example, in addition to a number of auditory perceptions, also
contains an audition by proxy. The latter has been identified by Fehr (1938: 106) and
refers to scraps of conversation picked up by a character listening. The reader receives

both these scraps and the listening process through the character.

106) (1) "Epewve Eamhwpévos mpovpvta... (2) TS keddht Tou, oy, T6
kepdi... (3) Bolifav kovdowiopata... (4) od vd kakmdloww dloya...
(5) ol pbé8es avhaxwvouv... (6) OL mupooBéoTes, PéPaia. (7) drdoave

md ol wupooPéoTes... (8) TS veps odupilel... odupller... odupilet...
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(9) Téte 8d wdPeL TolTo T6 Kkaxd;... (10) Kpatder... KpaTder....
KpaTdet...
(11) Miholv €83 kovtd péoa oTé meppdii, mnyawvoépyetar 6
k6opos... (12) Eéper yud moé widodv, T6 Eépel: doTuvopla.. Td
adid... obTe 1) mapapikp dpdiPoria... éumpnopds... dmwolnulwon...
Td EOda pmpds Ty wépTa Tob pavtpdroixou.. 7§ dvthla (tl kourol
vé Ty ddroouy, Tl koutol! - kal &6 KhebBovdos mo¥ kdver Tdxa kal
Tév dpxnydh...

(K. TIOAITHZ: EROICA, 191)

Narratorial Sj is a description of the character's spatial position. The suspension
marks at the end of this sentence are the first indication of a slip into the character's
mind. Suspension marks are employed throughout the passage to create the impression
of consciousness rendered in FI form. In the second elliptical sentence the repetition of
the word "T6 keddAt Tou" (his head) and the interjection "dix" (Oh) express vividly
the character's pain and anxiety. The staccato structure of the next three brief
sentences, i.e. 3 to 5, further reinforces the effect of consciousness rendered in FI
form. They are indicative of the character's distorted impression which results from
his poor physical condition, i.e. he can feel his ears ringing. In Ss 4 and 5 the
character can actually hear the galloping of the horses pulling the fire-engine. Itis only
in Sg that he associates the buzzing noise with the bells of the fire-engine. The use of
the adverb of certainty "BéBara" (of course) strengthens this impression. Sg renders
his auditory perception of the hissing water further intensified by the repetition of the
verb "odupier” (it is hissing). In Sg, which is FIT, the character is wondering when
the hissing sound will stop. S1g is FIT. The repetition of the word "kpatder"” (it is still
going on) in this sentence emphasizes the fact that the water is still running. In the next
paragraph more auditory impressions impinge on the character's consciousness. He
can hear people talking near him, as the expression "¢8% kovTd" (near here) indicates,

and people going in and out of the orchard. In the next sentence, which is FIT, the
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repetition of the word "E€peL" (he knows) and the colon at the end prepare the ground
for the appearance of an audition by proxy. We get scraps of the conversation of the
people talking in the orchard and the mention of the word "dvTAia" (the pump)
provokes more thoughts in FI form, which are placed in parenthesis. The repetition of
the phrase "r{ koutol" (what fools) in the first parenthetical sentence and the
exclamation mark at the end give the impression of speech. In the second parenthetical
sentence, which is introduced by a dash, the occurrence of the conjunction "kal" (and)
initially and the use of the exclamation mark at the end express the character's

unfavourable comment on the boy who is their leader.

In addition to sense impressions, Lethcoe has noted that even sensations in a
character's own body can be rendered in free indirect form. The markers for
identifying such kinds of consciousness are the same as those for visual and auditory
perceptions. In the following example the burning sensation that the character feels

provokes the reproduction of his thoughts in FID.

107) (1) Tap’ &\n Ty maywund molkave, éviwoe Eadmkd pud 6épum vd
dowTdveL o’ Sho Tou TS koppul. (2) "Emace T6 pdyoukd Tovu, ki
ékavye.

(3) Tdpa 8dSeixve omiv kupla Miva mowds ATav T6 kaliTepo warsl
s Tdéns. (4)°H wxupla Miva 8¢ 8doTelve md pévo T6 Mmolénn
o016 ypadelo Tob SevBurTh vd dépel kipwlia.

(5) I'pyyopa.

6) Tpdta Tév molamkaoclagTéo.

(7)'H otpltoa Tod 9 ATav Myo paxpouly.

(8) Tfpe ™ 7yopoldoTixa, TéoPnoe, kal T6 Eavdypaye.

@) Tdpa Tév TOANATAACLAGTY.

(10) T ypappi.

(11)"Ox. wé 16 xépL.
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(12) Mé 76 xépL 84 ywéTav oTpaP.
(13)” AvorEe ypriyopa T§ odka Tou, ki éByale T xdpaka. (...
(K. TAXTZHZ: ZHTHMA [AIOZYTKPAZIAZ, 20-1)

In the first two narratorial sentences expressions such as "évorwoe Eadvikd
Hid 6épun vd douvvtdrver o’ 8ho Tou TS kopul" (he suddenly felt heat spreading
through his whole body) and "ékalye" (it was burning) describe the sensation of
warmth that the character feels, which contrasts with the cold weather. In S3 the initial
position of the present-time deictic "Twpa" (now) denotes a shift into the character's
mind. The use of expressions such as "té kakvTepo madl" (the best child) in S3,
and "8¢ 6doTelve md pévo T6 Mmoléln" (she would no longer send only
Bozelis) in S4, are indicative of the young boy's efforts to win the teacher's
appreciation. The next two brief verbless phrases suggest that he is in a hurry to finish
first. In S7 the use of the evaluative adjective "A\l'yo" (a bit) belongs to the character. Sg
is narratorial and contains a description of the character's actions. A return to the
character's thoughts is denoted by the initial position of the time deictic "Tdpa" (now)
in the immediately following verbless sentence. The lack of verbs in Ss 10 and 11, the
use of the negative particle "6x." (not) in Sy1, and the character's explanation for
using a ruler to draw a line in Sy3, further reinforce the impression of FIT. The

descriptive nature of S13 indicates a return to narration.

3.9.3. Memories

FID can also be employed to render a character's imaginary states (i.e.
memories, dreams, anticipations, reconstructions, fantasies, hallucinations). Although
this function of FID, as Lethcoe (op. cit., 24) remarks, has been recognized by both
Herdin and Fehr, there has not been a systematic analysis of this phenomenon. In

M.G. fiction FID has been used to reproduce a character's memories as illustrated by
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the following examples. Examples (108) and (109) appear in authorial narration

whereas example (110) occurs in figural narration.

108) (1) K’ é&Buprnke 74 véa s xpéwia. (2) 'O kdopos 6hos &Aale
vopyd, yopyd... (3) Ku Spws 0 dvlpimivn xapdid épuvnoke mdvta W
18Lal... (4)"EBAeme Tuwpa AL pumpooTd Tns dvavewpévmy THv loTopla
™ms... 5)“Qs kal A kupla ’Odropdyxov eixe dyamioel, tav eltav
képn, GANG dToipa, kpudd ki dulinTa, durdyovtas péoa ot {éom
THs mapbevikfis kapdlds ™ Té Ayvé ékelvo lovdolSL Ths wdmns
™™g, wou ToD peNdTow vd papacheil.. (6) Ku & véos mov
dyamoboe eltav Tlpros kal xalds kal wpalos, dA\d &év elvav
motoLos... (7) K’ elxe motéder mds p’ éxelvov povdyxa 6dBpioke
v edtuxia... 8) kal pla oTiypn évdpice wds 8d Tév Emaipre... (9)
kal Ths édawdtouw Téoo duoké T6 vd Tév dyamdell... (10)"Orav
dhopeptds ol yovéoL T™s THv elxav 8dker Tob 'Odropdyov, xwpls
obte vd Tv pwtioow, 8nws eltav 7 owhbera Ths éwoxfs... (11)
Tév eixav wpoTipfioer yiatl elTtav mholoios kal dpioTokpdms...
(12) Ku adm) 8¢v €lxe Ppel olrte T Slvaun, olre T 6é\nom v’
dvtioTafel oy dmbdact Tous, kal €ToL épewe yud wdvTa kpudn
A Tamewn ™S dydm, Bapévn péoa oTd ullokdpdia Tms.

(K. @EOTOKHZ: Ol ZKAABOI ¥TA AEZIMA TOYZ, 59)

In narratorial S; the appearance of the explicit verb "Quurlnke" (she
remembered) serves as a memory indicator. Sy represents the character's FIT as the
repetition of the adverb "yopyd" (quickly) and the suspension marks at the end
denote. Suspension marks are used throughout the passage to suggest FIT.
Exclamatory S3 and declarative S4 also render the character's thoughts in free indirect
form. The next long sentence, however, belongs to the narrator who refers to the

character by the social title " xupla” (Mrs.). In addition, the phrase "dg «xal 5
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kupla ’Odropdyxov elxe dyamoeL" (even Mrs. Ofiomachou had fallen in love) and
the exclamation mark at the end of the sentence produce a slightly ironic effect as if the
narrator did not expect a submissive person like her to be capable of strong emotions.
The main characteristic of Ss 6 to 9 is that they are all introduced with the conjunction
"eal" (and) in an attempt to indicate the loose structure of past thoughts. In S¢ the
appearance of the conjunction "kal" in front of the adjectives "kaids" (nice) and
"dpatos" (handsome) has an additive function as it is employed by the character in
reference to the good qualities of the man she was in love with when she was young.
In S7 the main verb, i.e. "elxe moTéPel" (she had believed) occurs in the pluperfect,
which is the characteristic tense for the presentation of a character's memories (see
Lethcoe, op. Cit., 242). In Sg the use of the demonstrative pronoun "1600" (s0), of
the impersonal verb "tfis €dalvdéTouv" (it seemed to her), and of the exclamation
mark at the end further reinforces the impression of memory rendered in FI form. S1g
expresses the surprise she felt when her parents decided to marry her to another man
without asking her. The next sentence explains the reasons that made them take such a
decision, i.e. "elTav mhololos kal dpioTokpdTns" (he was rich and an aristocrat).
The last long sentence, which is structured according to the normal patterns of syntax,

is more readily identified with the narrator rather than with the character.

109) (1) Té6 xépu Tou odlyyer Td xewpbdypada (td oculhoyloTnke Eddvw)...
(2) Taddvn, yadrvm... (3) Movdya 6 ypOhos TpBelller T4 OL‘YO.)\Ld.‘
(4) Elvar 6 dxdés almés wodv dxva wol Byalver dmd hemtd TpiPéi
péo’ o1é Belhi... (5) "AMibera, yarjvm! (6) Mid yuvaikela
oTpayywopévn popdd, M okid plds pdvas odlede otd Pdén, otd
kaTdPaba Tob kaipod... (7)*Eva wardke Tpéxer Eumdnro, XTumWvTaS
tls matoloes... (8) «Mdpko, Mapkol..» Tod dwvdlovve... (9) TIRpe
pdv dvdoa Babeld, vd pmel 6 dépas kadd péoa Tov, Arav dvdykn...

(©. TIETZAAHZ-AIOMHAHZ: Ol MAYPOAYKO! A’, 667)
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The first descriptive sentence is narration. The appearance of the explicit verb of
thinking "td oul\oyloTmke" (he thought of them) in the parenthetical sentence and of
the suspension marks after the parenthesis serves to introduce the character's ensuing
thought which consists of the repetition of the word "yaAfiun" (serenity). Suspension
marks also appear at the end of this sentence. Ss 3 and 4 are narratorial and refer to the
quiet and peace of the countryside. In exclamatory verbless Ss the mention of the word
"yakfivn" (serenity) is associated with past memories, i.e. it reminds the character of
his mother. In Sg the phrase "odAede... o1d katdBaba ToU karpod" (it appeared...
out of the immense depths of time) and the suspension marks at the end prepare the
ground for the presentation of the character's memory. Ss 7 and 8 render the
character's memory in the present tense. S7 resembles a visual perception with the
character visualizing himself as a small child running in a yard. In Sg the character can
hear his mother's voice calling his name, which is enclosed within quotation marks
and is followed by an exclamation mark to produce the impression of DS. In the last
sentence the first clause is narrative but the rest of the sentence is ambiguous between
narration and FIT. However, it is more readily attributed to the character than to the
narator due to lack of subordination. In other words in a narratorial sentence the
secondary clause "vd pmel 6 dépas kald" (so that the air would fill his lungs)
would be subordinated to the main clause "jtav dvdykn" (it was necessary) instead
of preceding it. The suspension marks at the end of the sentence are indicative of the

end of the memory. They can also be interpreted as denoting the character's unfinished

sentence.

110) (1)‘O Tlétpos Tol8woe TH dwToypadla. (2)"EEw 4mé 16 mapdbupo
devyovve TWpa Aedkes, UoTepa wdAL Tnheypaddfuda, & fiiios
vépver, otls xapnrés miayiés palevovvtar ol mwpdtor lokiot... (3)
*Apéows petd ™y katoxW 1 pdva Eemovinoe Td ‘lTanO‘YOVLKdVTT]Q
xTipara othv ‘Hyovpevitoa, 176 omitt elxe dSeidoer oTd yxpbuia

s pavpns melvas, émmia wkal xakd, BupMa, podxa yurdkave
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pePvbia, HmALyoUpL, Ad8L® ki & TIéTtpos 8eutepoeTrhs o7
Tolutexvelo, T6 dmékleroe 7 pdva vd mwidoer 6 TléTpos mpoowpivd
Sovketd - 1| mamds wamds B {evyds {evyds. (4) "Emeita kal 6
matépas oAV davdppwon petd TV éyxelpnon - 1 OeppomurlTis
elvaL véoos dviatos, & kanpévos & Aewvidas! xapitoloyodoe mlow
Tovs O kameTdv paokapds wo¥ Aeniatoloe T6Te Tls Kpatikés
TlpooéSous, 4ol elxe yepd parodoer oThHY KaToxh WoUSVTAS
otous Teppavois dpPores, mpdTtewe kal oTédvy mwatépa piud
IAMyYLsdn épyodaBla Sxvpwpatikd oty Kpfm. (5) Mrv eloa
mrwxalalédv kokoooiala kopmiva, éleye, kavoviopéun podbt pé T6
otpatyé "Eppav Kdouvuwep, 6d 6noavpilav kal ol Tpeis
BadimiouToL. (6)°0 matépas Tév métake 4w T6 omlTL pé KhwTtolés,
76 pepdh vai, pfTte oT 8lokokn Wpa Tob d8epdol ToU Bév
kpaThBnke, pilnpévos pé Tovs dyopacTés dppefe odv TmouknBrikav
800 800 Td YTipara Ths pdvas, 1| Nevéta maroloe Td 8WSexa
fdumawve oTé yupvdoio... (7) &, kal Tpa; (8) PAAKO % Texviky
étarpla Tous, 4mé mpémepoL O TaTépas ki avTés & kavdmTUoTOS
peyahdoxnpuor ouvetaipol md dxdpioTol, N pdva kapdloypddnua
kal 1 Nevéta oé dméyvwon... (9) o716 Toemdkt pall pé 7’
dmoluThiplo €lvar Té TehevuTdlo ypdppa s O kepawds.

(A. KOTZIAZ, op. cit., 20-1)

The opening sentence of this extract is narration. In Sj the shift from the S. Past
into the present tense, to be in accordance with the present time deictic "rdipa" (now),
and the paratactic structure of the phrases introduce the character's visual perception.
The suspension marks at the end of the sentence, the return to the past tense and the
appearance of the phrase "apéows petd THY kaToxh" (immediately after the
Occupation) signal memory rendered in FI form. The character's memories in the third

long sentence, which is broken up into two parts through the use of the semi-colon,
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are probably triggered by the scenery out of the window. In S3 the use of the kinship
term ™) pdva" (mother) in reference to his mother, the employment of his proper
name for self-reference, the dash to introduce his mother's objections when she heard
that he wanted to get a job and the staccato rhythm of the phrases create the impression
of a memory rendered in free indirect form. In S4 the character recollects more past
events, i.e. his father's illness and his uncle's attempts to persuade his father to go into
business with him. His uncle's witty remarks about meaningless sacrifices are
introduced by a dash and they are emphasized by the use of the exclamation mark to
suggest DS. The character's reference to his uncle by expressions such as "¢
kameTdv packapds” (the captain trickster) and "pepdAL" (the scoundrel) rather than
by the kinship term "G¢€los"” (uncle) creates a temporary difficulty for the reader who
until he has read the whole passage does not understand that the character is talking
about his uncle. In S5 his uncle's FDS is mingled with the character's coloured
indirect report. In the next sentence the character recalls his father's reaction to his
uncle's proposals. The phrase "16 pepdh val" (the scoundrel yes) can be either a
quotation of his father's words which lacks an introductory marker, or the character's
comment on his past thoughts. The suspension marks at the end of this sentence and
the appearance of the present time deictic "tc)pa” (now) in elliptical interrogative Sy
denote the end of the character's memory. Ss 8 and 9 render the character's present
thoughts. The absence of verbs in Sg, the character's reference to his sister by name,!”
instead of the use of the kinship term "48eAdn}" (sister), the occurrence of the adjective
"gyxwproToL" (inseparable) after the noun "guveTalpol” (partners), the suspension
marks at the end of Sg to emphasize his sister's despair, and the appearance of the
word "kepavvds” (thunderbolt) after the semi-colon in Sg to suggest how unexpected

the news was, reinforce the impression of FIT.

17Since passages of FIT represent a character's thoughts it is only natural that a character would refer
to people he knows by personal name without explaining to the reader who they are (sce Fillmore,
1976: 98).
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3.94. Anticipations

Not only a character's memories but also his anticipations can be portrayed in
FID. In contrast to memories which put the narrative backwards, since they refer to
past incidents, anticipations "can be used to project the narrative forward into an
imagined future" (see Lethcoe, op. cit., 252).

The following two examples are indicative of the way the character's mind

visualizes future events.

111)  (1)*O vobs Tou émétake dA\\ob. (2) 'Ekel kdTw oTé kalifL Tou, &

yelTovas ToU’ Apylpn €lxe 8o kapatepd peydla odv oTouxeld...
.
[..] (3) Td 8lo peydha kapatepd 6’ dvaxdpilav Tdpa Houvxatiouxa
kdTov amé Tés élés' (4) & vd Tob Td Yodoloe, kal vd Tév €Beme
éroL SuoTuxiopévor s k' éxelvov... (5) Nd piud xapd Tiis (wfis
oy umopodoe vd TH 8okipdoei... (6) Od ’khavye & yelTovas, 64
yTuoboe Td otTifa Tou... (7) Eamwpéva Td {Ba... 8) Od ’cpale
Tév kaTadpovepéro 76 Owpd vd Tob Suker Porfera T6 Owpd... (9)
Xd, xd, xd)! éyéhace. (10) Alya Behévia mepacpéva ot’ dxupa, kal
T4 {Ba oé 8lo Tpels ufives 6d ’tTav Yodral

(K. BEOTOKHZ: H ZQH KAI O 6ANATOZ TOY KAPABEAA, 1534)

The opening sentence, which depicts the character as thinking, prepares the
ground for the appearance of FIT in the second sentence. In Sy the simile "od
oTouxerd” (as goblins) and the suspension marks at the end more readily identify this
as the character's thought rather than the narrator's report. In S3 the use of
©d-+imperfect "€’ dvaxdpi{av" (they would be grazing), of the present time deictic
"rpa” (now), and the repetition of the adverb "fiouxa" (quietly) are indicators of

imaginary reconstruction. The semi-colon at the end of the sentence has the same
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function as the suspension marks, which are used throughout the passage to create
typographically the impression of thoughts passing through the character's mind. In
S4 the character's wish to kill his neighbour's animals and upset him is expressed by
the co-occurrence of the interjection "@" (Oh) with the subjunctive form "vd To0 T4
Ppodpodoe" (to make them die). Ss is the first indication that what follows is the
character's anticipation. In Ss 6 to 8 the appearance of the conditional forms "0d
*khatye"” (he would cry), "O@d xTumoloe Td oTHBa Tovu" (he would beat his
breast), "©d ’kpale" (he would call) depict vividly the character's anticipations
rendered in FI form. In Sg the character's name "16 ©wpd", which appears twice, is
used for self-reference. According to Lethcoe (op. cit., 252) anticipations are usually
rendered by the conditional. In Sg the repetition of the interjection "x4" (Ha) and the
use of the exclamation mark at the end recall spoken language. The appearance of the
verb "yélaoe" (he laughed) indicates the presence of a narratorial voice. The
exclamatory sentence that concludes this paragraph is FIT and expresses the

character's joy at the thought that the animals would be dead in two or three months,

112) (1) Mé BAjna dpyd wpoxwpnoe katd Thv whatela AouSoBirkov. (2) Md
pmpooTd o7 Pabixpwpn celpd TV oTapatnpévev adToKWTWY,
kovtooTddnke. (3) TL 16 #Beke T8 Takl; (4) Tlob 84 mhyave; (5) TT6
oniTlL ™S 84 m™yyairve, oy KaoTéla, kovtd omiv’Aowacia. (6) Od
EamiwvéTay oTé kpePdTi, vd kowundfi. (7) Adpo 6d Euvmvoloe: 84
okoum{e Tls kdpapes, 6d woTe TéV Kkfimo, Od payelpeve. (8)
“Onws &\\oTe, dmws mdvta. 9)"Onws yud wdvra...

(M. KAPATATZHZ: IOYTKEPMAN A’, 365)

In this extract the first two sentences are narratorial. The interrogative nature of
Ss 3 and 4, which are indicative of the character's emotional stress, denote a shift into
FIT. Ss is the character's answer to the previously self-posed question in which she is

wondering where she is going. In S¢ the use of the conditional "0d. Eaml\wvéTay oTé
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kpeBBATL" (she would lie on the bed) suggests anticipation rendered in FI form. This
impression is further intensified in S7 by the enumeration of the things she imagines
herself doing the following day. In this sentence all verb forms are in the conditional.
The semi-colon that appears after the first verb form denotes mental pause. The time
deictic "tdpa" (now) refers to the near future. However, the effect of the character's
imaginary anticipations is partly destroyed in the verbless sentence that follows in
which we realize that the character is describing her daily routine which is unlikely to
change in the future as the last verbless sentence and the emphatic use of the

suspension marks at the end of the sentence denote.

3.9.5. Fantasies

Another kind of imagination that can be reproduced in FID is a character's day
dreams or fantasies.

The following passage illustrates the representation of a character's fantasies in
FID. The main characteristic of fantasies rendered in FI form is the presentation of

partly real and partly unreal states of consciousness (Lethcoe, op. cit., 257).

113) (1) Eadvikd dkovoe Bfipa, T6 PApa ™S, TV TAaKOOTPwéVT AlNY
kal oé Myo THv €l8e vd darfi.
(2)°H oeMivn didTle kel pé 16 &8lvato, amard éds m™s.
(3)”Apxloe alTi vd Tepmatd oLyd mdvw, KATW.
(4) Tloté dM\oTe 8év T6 éxave, woTé! (5) Tldvra kiTale «xal
mpéoexe avTh vd pf Ppebfi pbvm p’ abrév! (6) Tdpa; (7) Kal elSe
&1L TéV €lxe mapatnpion wod PBpiokéTav éxel. (8) TIdh T6
kebakdkt Tns oTpddnke o’ alméy, k. (9) Md Tl ouvvéPaive; [...]
[..] (10) -"Apal. elme ouyd, ovyd, § mé kal\lTepa oTévake.
(11) AT oTpddnke OAdkepm Tdpa kal 1) celfvn ddTioe TS

mpéowTd TS Kad.



172

(12) - TL 8érets; Tév puTnoe. 'Axkdpa; AlTd vd T ddrionsl. "OtL
Ekava TéTe €lpouva pikpY, dpvadn. ZU €édTaryes woU Toouva
koT{dp dvdpas!’'Eyd 84 Tdheya ot papd, dAd oé ouvyxwp®d yid
Topal.. "ANoTe olTe vd pé kutd{ns 8¢ Bélw!’Akols; O kabévas pé
T 6éom Tou. Nd 1) Mapla, 1 lewpylall

(13) Kwninke vrpomacpévos kal ouwijpbe.

(14) ‘H oe\fjvn éxapme kal o¢dTle pdévn, pdévn 76 é€pmpo
makéoTpwto kal mouvxla, fovxla mob péoa & 86puPos TGOV SGUNWY
énedTe.

(15) - Md 7l émada; pitnoe Tév €autd Tou. Md mhs pol ddymke;
od varavh.

(16)°’ AMd mdht od vd Anopdvmoe 6TL atTd fTave mAdopaTta 8Sikd
Tou, fTave YedTika, yépioe 6 vobs Tou 4w THv évBiunon Tns
Svvatd dwartd.

(A. N. BOYTYPAZ: AIQI'MENH ATATIH, 21-2)

In this extract there is no indication at the beginning that this is a presentation of
the character's fantasies. Only at the end of the passage do both the character and the
narrator refer explicitly to the character's fantasies. The first three sentences are
narratorial and describe the character's movements. In S3 the depiction of one of the
characters as walking up and down the yard provokes the other character's FIT. Ss 4
to 9, with the exception of S7 which is narratorial, represent the character's thoughts in
free indirect form. The use of the demonstrative pronoun "atTés" and of third-person
verb forms for self-reference, the repetition of certain words at the beginning and the
end of the same sentence for emphatic reasons, e.g. "moTé" (never) in S4 and "wdAL"
(again) in Sg, the appearance of the exclamation mark at the end of Ss 4 and 5, and the
interrogative nature of sentences 6 and 9, with S¢ consisting only of the time deictic

"Tpa" (now), are the main indices of FIT. S1g which occurs a few lines further on,

presents the character's DS which is introduced with a dash. The use of the
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exclamation mark and of the dot of ellipsis after the girl's name along with the
repetition of the adverb "ouyd" (quietly) create immediacy and directness. The
descriptive nature of S11 more readily identifies it with the narrator. Then follows an
imaginary reconstruction, as is made clear at the end of the passage. The character
imagines the angry speech that the other character addresses to him. This imaginary
speech is introduced with a dash. S;3 belongs to the narrator. The next sentence,
however, is more readily recognized as the character's rendering of visual and auditory
perceptions because of the repetition of words such as "uévn" (alone) and "fouxla"
(quietness). S15, which is a direct presentation of the character's verbally articulated

thoughts and the last narratorial sentence indicate explicitly that the whole passage has

been a product of the character's imagination,
3.9.6. Dreams

In addition to fantasies, dreams are also possible in FID. Although dreams
render unreal states of consciousness, they are represented in fiction with the same
means and vividness as reality (Lethcoe, op. cit., 257). The following two examples

appear in authorial and figural narration respectively.

114) (1)'H Klooa omiv 18ia kdpapn kopétave Padid. (2)"Afadva Bydvel
&va Boyynté: kplos 18pwtas Tiv Toakllers Td Xépia TS kiwolvtal
odv vd 6édow kdmou vd macTobv. (3)*Ax! Tl Sveipo ol Brémer A
86 al (4) "Hrav, Mei, péoa o’ éva peydlo omiTi, yepdto 4mé
xpvoddt kal pdiapa, amé Sapdvria kal pouvpmivia. (5) "Htav
okoTdd, Bady okoTdSu: Mouvxla, mol dkove TV dvdoa Tou kavels!
(6) Kal N Kiooa émaipre xpvoddia, émarpve poupmlvia, &xwve
amod® - dmokel, oTls Toémes, 0TS oTéHa T™S... (7) Tldet, B4 Subdén
™ ¢Tdxera, 8¢ 6d LevoBoukelm md! (8) Bd ylvn kal kelvn peydin

dpxévnooal (9) "Afadva T6 omiti dwtlleTar: drovovTar véhia,
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xapés, Tpayoldia... (10) Tlob vd mdn vd kpudti); (11) N4, dkolovrar
matipaTta: kdmoros THY widver dwé T6 xépl. (12) Elvar © 48epdny
™s, f mebapévn dSepdny Tns, 1 Alydl.. (13) - T Bélets €84; Tiis
Mer T Npdes vd kduns; (14)'Exelvn 8éler vd pilfon, dvolyer T6
oTépa TS, pd 8¢ pmopel obte v’ dvacdvm... (15) Kal # 4&8epdh s
8év ™ yvwpilet... (16) -"HpBe vd k\édm: Mer wid &\ ywalka,
padpn, katdpavpn, dmapdax™ odv T Xdppawa. (17) Nal- fpbe
vd k\édm! (18) Kal yehdvras Ty dpmdfer oTd Suvatd pmpdroa Tns
kal THv meTder kdTw 4mé T6 mapablpt... (19)'H Klooa Elmvmoe pé
TpojLdpa.

(A. KAPKABITZAZ: H KAKH AAEP®H, 239-240)

In this extract the dream is introduced explicitly by narratorial Ss 1 and 2. More
specifically in the second long sentence, which is broken up into smaller components
through the use of semi-colons, the character is described as dreaming. In S3 the
appearance of the interjection ""Ax" (Oh) initially, further intensified by the
exclamation mark, the use of the evaluative term "\ 86\a” (the poor one), and the
exclamation mark at the end of the sentence, are the first indices of the rendering of the
character's consciousness. Ss 4 to 6 relate the character's dream. The lack of co-
ordinating conjunctions, the use of typographic markers such as the exclamation mark
in Ss, which is divided into two parts through the use of the semi-colon, and the
suspension marks in Sg, the repetition of words such as "okotd8." (dark) and
"¢rrarpve” (she was taking) further intensify the impression of a dream rendered in FI
form. The structure of the two exclamatory sentences that follow suggests that the
character has temporarily mistaken the dream for reality as she starts talking about her
future plans. In Sg, which is broken up into two parts through the use of the semi-
colon, the character's dream changes into a nightmare. To her horror the character

realizes that she is no longer alone in the house and instinctively she is looking for a

" hiding place as interrogative Sy indicates. In Sy3, which is broken up into two parts
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through the use of the semi-colon, the initial position of the particle "vd" (here), which
is peculiar to the spoken language, intensifies the impression of an audition rendered in
FI form. In Sy the use of both the exclamation mark and the suspension marks at the
end of the sentence and the repetition of the phrase " d&8epdh Tns" (her sister)
express the character's surprise when she sees her dead sister alive in front of her. $;3
presents in direct form the actual words of the character's sister which are introduced
with a dash. S14 is indicative of the character's shock further intensified by the
appearance of the suspension marks at the end. In S5 the initial position of "kal"
(and) and the suspension marks at the end express the character's horror when she
realizes that her sister has not recognized her. Ss 16 and 17 present in direct form, as
the initial position of the dash denotes, another character's words who accuses the
main character of having come into the house to steal. The recurring appearance of the
phrase "Apfe vd kAédm" (she came to steal) along with the exclamation mark in S17
give special emphasis to the utterance. In Sig the initial position of the conjunction
"kal" (and) and the suspension marks at the end describe vividly how the character is
thrown out of the window. The last sentence, which is narration, signals the end of the

character's dream.

115) (1) TuMxTnke ¢s T6 Aawpbd pé Tiv kouPépta ™s ki &€oPuoe 76
$as.
(2) Aév pmopotoe vd Eéper wéom dpa €lxe mepdoer dmwd TéTE -
dEadva €ixe vudoel Tds 8év fitave povdxn T™s péoa oTé SwpdTio.
(3) Mipw s Polifav dwrés, moAés pafl dwvés, Eéves ki dNes
Tl yvdpipes kal dwvés molv Tls elxe mONY dyamdcet, maind. (4)
*Exave vd onkwlel, vd 8el dmé wol pmopoloav vdpxovrar TolTes ol
dwvés, Spws T6 odpa Tms fTave Bapd od polvPL kal ol Pwvés
fitave kovTd TNS TWPA, TOAY KOVTA.

(5) «Eda... Eba..» ékave % dwvfi Tod Anpdren, uid dwvf LeoTr,
mdvw & Tls dMes.
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(6) «AnuiTPn...» BéyynEe xwpls kavévav fixo & ¢éBos péoa Tns.
(7) Mmpootd Tns wépace UoTepa odv dvdoa feo™f W dwv TOD
Kdora ' Aoteplov - TovTn 1) dwv 8év wholoe, 8év éleye TlmoTa.
(8) Movdxa wou Ty dyyfe od pviun amé xelha émlpova. (9)"Ox,
&xt... (10) TS Gl éxelvo 8év TiBeke kelvm, Bév Tdbede... (11) Olre
kal TéTe... (12) TédTe TOU Tiiye né xelvo Tév &évo. (13) Aév Tifele
vd wder... (14) Tléoo oV Tév piooioe! (15) Tév ouxawwdtav. (16)
Ku doTédoo elxe mdel, 76 Bupbdtave kard...
(17) «Tlatépa...» xopnEe dkpd™m vdykaldoer 7§ dwvg Tou. (18)
*Hrave mohd Aummpévn Tovm 1) dwvf kal 8¢ oTddnke Aedté vd Tiv
TEPLULEVEL. ..
(19) «Eda..» ékave pé mapdmovo 1y okid Tod pikpol. (20) Ku
untépa, 76 180 maknd, xpévia mlow, mépace kovtd Tns pé pid
dwy paytopévn. (21) Ku voTepa éxelvog ¢ mpdtos Tns épwrtas,
moinon kal xdpa pall, pmieypéva: «Eba... Eda..»
(22)"Ekave pid pé Tls pikpés s maldpes vd Tis ompwEel Shes
pall, pakpud ™s TolTes Tls dwvés, vd Pliyovve md am’ TH {wh
™ms OpLOTLKA.
(23) «Eda..» éxavav bies pall ol dwvés. (24) Kal xelvm, dhoéva ki
éBale Tiv md peyddn s 8lvapn, vd ylutdoer md kal vd pelver
povdym Tns, olopdvaxm.

(K. MHTPOTIOYAOY: AEQPOPOZ XQOPIZ OPIZONTA, 1745)

In this passage narratorial Sy depicts the character as lying in bed. In S5 the
appearance of inner state expressions such as "8¢év pmopoloe vd Eéper" (she
couldn't tell) and "elxe widoeL" (she had felt) prepares the ground for the
reproduction of the character's dream. In the next two sentences she is described as
hearing voices next to her. The fact that she tries to get up but she cannot because her

body is as heavy as lead intensifies the impression that she is dreamin g. Ss renders an
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auditory impression. She can hear the first voice calling her name, which is enclosed
within quotation marks. Although in the sentence immediately following she tries to
respond she makes no sound. Ss 7 and 8 describe another voice which is not talking
but is only touching the character on the lips and as a result it triggers past thoughts,
Ss 9 to 16 render the character's memory. The use of suspension marks to create the
impression of consciousness rendered in FI form, the short elliptical phrases, i.e. 9
and 11, the lexical repetition, i.e. "3xt" (No), "8év T80ele" (she didn't want it), the
occurrence of direct negative replies, e.g. "6x." (No), of negative forms, i.e. "oUTe"
(neither), "8év T6Beke” (she didn't want it), "8év #ifeXe” (she didn't want to) to
express her regret for a fleeting relationship she had, the occurrence of verbs such as
"rév proodoe” (she hated him), further intensified by the exclamation mark in Sy4,
and "Tév oLxawdTav" (she was disgusted by him) in Sys, reinforce the impression
of the character's memory. In Sy7 she thinks she can hear her father's voice and she
calls him by using the kinship term "waTépa” (father). Her words are enclosed within
quotation marks and as with the other voices suspension marks are used to create the
impression of auditory perceptions impinging on the character's consciousness. Ss 19
to 21 render more voices, i.e. her brother's voice, her mother's, to whom she refers
by the kinship term "untépa" (mother), and her first lover's. Ss 22 to 24 are
characteristic of the character's attempts to push all these voices away from her but
since the narrator's language is close to the character’'s mental idiom they stand

ambiguously between narration and consciousness rendered in FI form.
3.9.7. Hallucinations
In addition to dreams, confused states of a character's mind or hallucinations can

be rendered in FID. In the following example FID is provoked by the character's

heavy drinking.
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(1) 'Emapdyyelhe 016 caoTiopévo Ummpétn pla pmwoukdla Suwwatéd
moTé Kk’ éBdMBnke vd mlver. (2) Mé Td mpdTa motnpdkia 6 vols
Tou éoxoTiomnke. (3) ‘H kapdid Tou dNddpwoe Olopeptds: B Aomn
dpaviotnke: TOV émknupipioe ovyd ouvyd dkpdmnmn &pen vd
yerdoel... (4) 'Efupdtowv pdévo wds elxe L8el €va d&okmuo &velpo
kal T Ovelpo Tdpa €lxe Slaubel, x’ elTav T600 €UTUXLONéVOS O’
av™v Ty mpaypaTikdmTa... (5) Mévo mol Té kedbdA Tou éylpLle
KATWS... (6) Kk’ éRolilav kdmws douvwifoTa T aiTid Tou... (7) dA\d
Bépara ki avTd oé pla oTiyprny 64 meproloe... (8) eltav ONSTela
kahd... Q) 8év elxe kavéva $6Bo yid THv Uyela Tov... (10) &¢v
gkave kabdlou kpUo ékelvo TO PBpddu... (11)"As émwel.. (12) ‘H
Ethalla eltav 8k Tou... (13) 8d Tiv €maipve... (14) adTé ToD €lxe
elmel éxkel oté omitt ™s... [.)]

[..] (15"Q, ol dvbpwmoL eiTav 6ot dyaboil... (16) Sév Tovs dpece vd
Bacavifouv kavévav... (17) 6 'Odropdxos elxe peTaveudoet... (18)
€ixe 18el mboo eltav ddiko aldTd mol {nroloe... (19) elxe Proyhoet
™y dydmn Tous... (20) eltav K’ ékelvos dvBpwmos Tédoo dyabésl..
(21) K’ émerta €lxe dofnfel k' ékelvos éva mpdpa dvimapxTo... (22)
Kappla otevoxdpia 8év Tév éodiyye... (23) fumopodoe vd (el
Smws Mfbele, a1 makd Tou TS owlTi, elTuxiopévos Kk’ ékelvos...
(24) val, val o’ 6lov Tév Kéopo éBaclleve pla 48uiynm edruxia...
(25) pla ddodn xapd... (26) Ti wpala mov eltav 7 fwdl.. (27)"Ag
émuvel...

(28) Md yiatl éyipile €toL 76 keddht Tov... (29) kal pdiioTa Stav
ékletoboe Td pdria.. (30) kal Td pdria Tou Spws fleav vd
khefoouvv... (31) Md amé 7 d\o pépos woté &V eltav Téoo Kkald
odv ékelvo T6 PBpddu... (32) TloTé Toul... (33) Kal moté 8¢v elTav

Té00 BéBanos mou 8¢ 6’ dppdoTawve mhdl... (34) Elxe Suvapdoet...

(35) €lxe pla Uyela dxdévmm... [...]
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[...] (36)"Ag é&mwel..
(K. GEOTOKHS: Ol SKAABOI STA AEIMA TOYS, 170-1)

In this extract the first three narratorial sentences describe the effects that alcohol
has oﬁ the character's mind. His grief and thoughts of putting an end to his life
disappear and alcohol makes him feel optimistic again. The suspension marks at the
end of the third sentence are the first indication of a shift into the character's inner
world. In S4 the use of the evaluative adjective "té00" (s0) is more readily attributable
to the character than to the narrator. Short Ss 5 to 14, with the suspension marks at the
end to create the impression of fleeting thoughts, are readily attributed to the
character's confused mind. The use of evaluative adverbs such as "kdmwg"
(somehow), of the modal word "BéBara" (of course) for affirmation, the repetition of

4 "

the negative particle "8¢v" (not) to persuade himself that he is completely well,
constitute the main indices of the character's FID. A few lines further on, the
character's mind is still depicted as being in a confused state. Under the influence of
alcohol he starts having a distorted view of reality. He believes that he will marry the
girl he is in love with and that he has misjudged her father to whom he refers by
proper name. Everybody seems nice to him. This impression is emphasized by the use
of the interjection ""Q2" (Oh) in S5 and by the exclamation mark that appears at the end
of Ss 15, 20, 26 and 27. Moreover, the occurrence of the pluperfect forms "elxe
petavoudoer” (he had regretted it), "elxe 18el" (he had realized), "elxe Bhoyroer"
(he had blessed) in Ss 17 to 19, to refer to anterior actions along with the repetition of
the phrase "k’... éxelvos"” (he ... too) in Ss 20 and 21, and of the direct reply "val"
(yes) in Sa4, intensify the effect of FIT. In Ss 28 to 30, which appear in the last
extract, the character is wondering why he feels dizzy and drowsy as the phrases "pd
yiat(" (but why), "kal pdiioTa" (and especially), denote. In the sentences that
follow, i.e. 31 to 36, the repetition of the word "moTé" (never) and the appearance of
phrases such as "t600 kald" (as well), "Uyela dkAévynm" (unshakeable health) are

indicative of the character's attempt to persuade himself that there is nothing wrong
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with him and that he has recovered completely from his illness. The repetition of the
phrase ™ As é&mwve" (Let him have a drink) throughout the passage suggests that the
character has been drinking heavily during the time that these thoughts are passing
through his mind. Thus FID helps to render the character's self-delusions since in
reality his health has been impaired for ever after a serious illness and he has lost the

woman he is in love with.

3.9.8. Summary of the analysis of FIT and Consciousness in third-

person narration

The analysis of the passages quoted above should have given some idea of the
use of FID in M.G. fiction for the presentation of a character's consciousness. FID is
not restricted to a reproduction of a character's sense impressions. Imaginary states of
a character's mind can also be presented in FID. More specifically a character's visual
perceptions when encountered in authorial narration are usually introduced explicitly
by verbs which depict the character in the act of perceiving, i.e. example (100). In
figural narration, most of the time, there is no explicit preparation in the context.
Moreover a character's visual perceptions can appear in the opening paragraph of a
chapter or of a short story without identifying the person who is having these
perceptions, i.e. examples (101), (103). Representation of a character's visual
impressions is achieved mainly through the use of paratactic sentences in which the
descriptive adjectives often appear after the nouns they modify. This impression can be
further reinforced by the employment of typographic markers such as suspension
marks. As we move from authorial to figural narration dislocation of normal
syntactical patterns is more obvious because of the omission of verbs and the staccato
rhythm of the paratactic elliptical sentences, e.g. (101), (102). In addition, the

absence, in certain cases, of any typographic markers makes the text seem, at a

cursory look, indistinguishable from narration, ex. (103).



181

Auditory impressions usually appear in conjunction with other kinds of
perceptions and FIT (examples 104, 105). Auditions by proxy may also be
encountered in certain passages of FID (ex. 106). As with visual perceptions,
auditions can be introduced explicitly and suspension marks can be used to create the
impression to the reader that he has access to a character's consciousness (105, 106).

Not only a character's sense impressions but also imaginary states of his mind
(i.e. memories, anticipations, fantasies, dreams, hallucinations) can be reproduced in
FID.

A character's memories can either be preceded by certain verbs or expressions
that function as memory indicators (examples 108, 109) or be provoked by different
sense impressions which impinge on a character's consciousness (ex. 110). The
tenses used to render a character's memories depend on the context in which they
appear. The S. Past can often be encountered in passages that represent a character's
past thoughts. The pluperfect, although sparsely used, is also possible. In authorial
narration suspension marks may be employed to produce the impression of past
memories (examples 108, 109). In examples of figural narration past thoughts are
usually presented in the form of paratactic sentences which may blend with past
conversations that the character recalls (ex. 110).

Another kind of imaginary states that can appear in FID is a character's
anticipations. They occur in combination with the character's FIT and they can be
recognized by the use of conditional verb forms (examples 111, 112).

FID can be exploited to produce a character's fantasies, dreams and
hallucinations. All the above mentioned states of consciousness are presented in the
same way as reality is depicted in fiction. Thus FIT can be combined with the
character's sense impressions and even with DS in an attempt to represent vividly a
character's products of imagination or unreal states of his consciousness (examples
113, 114, 115, 116).

Having analysed passages of FIT and consciousness in third-person narration

we can now proceed with the examination of the effects of the technique.
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3.10. Effects and uses of FIT

The analysis of the passages of FIT in third-person narration is indicative of the
diversity of the technique and of the variety of its uses. Presentation of a character's
inner world in FIT can range from fleeting thoughts, verbally articulated, to a
representation of a character's non-verbalized perceptions as they occur in his
consciousness. Unlike FIS, which has a somehow distancing effect, FIT gives a more
immediate portrayal of a character's inner workings through a suspension of the
character's consciousness "on the threshold of verbalization in a manner that cannot be
achieved by direct quotation” (see Cohn, 1978: 103). The reason why FIT appears
more natural than the direct forms of thought presentation is that in real life direct
perception of other people's thoughts is not plausible (see Leech and Short, op. cit.,
345). Consequently FIT retains the vividness of DT, through the use of a number of
direct features, without its artificiality. In addition, it enables the narrator to slip in and
out of a character's or even several characters’ mind without any intervening narrative
sentences. With the alternation of narration and FIT the reader can have access to both
the external world (i.e. narrative report) and a character's internal world (Dole%el, op.
cit., 49).

Passages of FIT arising in authorial narration are often short. A character's FIT
is sometimes confined to a brief exclamatory or interrogative sentence interrupting
temporarily the flow of the narrative (ex. 97). In longer passages questions and
exclamatory sentences abound and give a faithful reproduction of a character's mental
processes. In passages arising in figural narration FIT becomes more elliptical and
shifts to a character's inner self are often abrupt and unprepared. The logical form that
characterizes instances of FIT in authorial narratives is frequently violated in figural
narration to provide a closer approximation to a character's mental life. Although most
examples of FIT, especially those encountered in authorial narratives, can clearly be
distinguished from narrative report, i.e. there is an unambiguous distinction between

the focalizer and the narrator, there are passages of FIT, arising mostly in a figural
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context, which stand ambiguously between narration and FIT. The narrator's language

is so strongly contaminated by the character's mental idiom that it is difficult to draw

borderlines between narration and FIT. Nevertheless a narrator is distinctly present

and irrespective of how impersonal the tone of a FIT passage seems to be it still

commits the narrator to attitudes of sympathy or irony.

The following examples will illustrate how ironic or sympathetic effects are

produced in FIT passages.

117)

[.] (1) Tdpa Spws mod 8év elxe oé mowdv vd petadion T xapd
Tou 4vnouxnoE. (2) "Hrav dMjbeta T8 lowmdwt (3) Té elmav «al
Tokapav: (4)°H pdwa Tou €duye 6 dBepdds Tou T6 i8l0. (5) Kal
mob whyav; mobs Eépel. (6) TS BéPaio elvar mwds Eduyav, Tév
mapd™oav, 8¢ 6élow vd {obv pall Tou: &€ Béhouv vd TéV Eépouv,
otte vd Tév dxodM! (7) M4 yatl yiatl ab™ 1 ouvdopd; (8) T( kaxd
gxape; (9) oé Tl ToUs E&BMade; (10) Kald & dSepdds Tov: TéToros
moy fTav, kald éxape k’ éduye. (11)"Av éueve, éumédio 6d Tob
Epepve kal TimoT’ d\o. (12)"Qpa Tou kadf! (13) Md # pdwa Tou* 1
yAukeld, 1 ToveTik, 1) dyta Tov pavvolAal (14) TIGs é€kape ki
dpnke Eppo T6 mwardl sl (15) Tldvta ATav kalv, wepimolnTLkd,
doworwpévn oé 8adtov. (16) K’ ékelvos 16 8o Myo &v Tis
yipioe woTé, mapdmovo &év Tiis ékape. (17)°H dydmm Tou 8év frav
amé kelves mov éxouww Td wadld oTi pnTépa Tous. (18) "Hrav
Matpela davatikod o7 Bpnokela Tou. (19) "Amé Td pikpd ToU
xpévia kdbe okédm Tou o’ éxelvm TV ddLépwoe. (20) TIds vd Ty
18 edtuxtopévn kal Sofaopévn, kapdpl TGV dlhwv, dykddL T@V
dxtpdv Tns. (21) 'Axdpa kal ol Twpwol kémoL Tou Yid kelvn
ylvovtav. (22) Nd 8elln oTév «kdéopo T4 oetpid ™s* vd v

avpdooww kal vd TV wpookuwoow ol al@ves. (23) Md éxelvn,
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dvtl vd Tév ouvvtpdun oTév dydva, Tév ddnoe pdppapo. (24) Elvar
f 8év elvar V' dmermileTal kavels!

(A. KAPKABITZAZ: O APXAIOAOIOZ, 1320)

In the above quoted example the character's FIT is represented with ironic
detachment. In the first sentence, which is narration, there is a touch of irony when the
narrator remarks that the character only realizes that he has been deserted by his family
when he has no-one to share his joy about his archaeological finds. In exclamatory Sg,
which is broken up into two parts through the use of a semi-colon, the repetition of the
negated phrase "5¢ 6éhouv" (they don't want), the occurrence of the negative particle
"obTe" (not... either), and the use of verbs such as "€ puyav" (they left), "Tdv
wapdtnoav” (they deserted him), recall the whining of a small child. This impression
is reinforced in S14 in which the character is wondering how his mother, to whom he
refers in the previous sentence by the endearment term "wavvotla" (little mother),
could have deserted him, i.e. "ddnke é€ppo T6 wardl Tng" (... leave her child
alone). The exaggerated tone of S;g in which he compares his love for his mother to a
religious person's worship of God and the enumeration of all the things he has done
for his mother since his childhood in Ss 19 to 22 are indicative of the character's self-
delusions. The reader knows that the character's actions are self-motivated since his
only concern is how to prove to other people the greatness of his family. The sentence

that concludes the character's FIT recalls soliloquy and thus it creates a mock-effect.
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(1) "Epewve pd omiypy 6 Mavéins T6éoo Tapaypévos, mou TL vd
kdper 8év fifepe. (2) Nd Bpel ddoppun kal vd vyuploer wlow vd
dvyer, f§ Vv dvoléer kal vd ’umer; (3) Kuvpla Mmépn... (4) 4
mavtpepévn, i PelTiko Svopa... (5)° Ayyeloldi... (6)"ExeL ouwéy kal
maudl... (7) Tdv mapdEeva 6N’ altd... (8)’Avicws Suws kal mebdver
oT’ d\fPera... (9) Tové viknoe Tév éywiopd pd dopd ¢ wévos, kal
prrike.

(A. E®TAAIQTHZ: O MANOAHY O NTEAMIIENTEPHZ, 62)

In the example quoted above the narrator's disagreement with the character's

hypocrisy and selfishness creates an ironic effect. With the narrator's withdrawal into

the background the reader has access to the character's thoughts who is in a quandary

about what to do (S3). The use of phrases such as "} $elTIk0 Svopa” (or a false

name) in S4 and "odv TapdEevo" (rather strange) in S7 suggests a person of

mistrustful nature. The narratorial remark that concludes the extract is ironical as the

narrator criticizes the character’s behaviour.

[..] ... (1)"Edepe momipra dmé Tv koullva, d8elace o’ éva mdTo Td
maydkia Tob Yuyelov kal Td éBake Sha oT6 Tpamé{L Tol \Piyk
povp. (2) TL vd v Tifere; (3) TL 8d Ths é8evxve; (4) TldvTtws 8 6d
¢xave T 8lokokn, 8d ToU kpaToloe ouvTpodtd 0TS mioTl... (5) Ki
dv... (6)"Av amwve 16 xépL; (7)"Eviwoe 7" adTid ™S vd kaive. (8)
davtdoov vd véploe mds Td Xwpatd yud T6 Salvyio fTav wd
¢upeon wpbokinon... (9) TL yvdun 6d oxnpdrice; (10) EtoL ™y
mdfawve wdvTa, plholoe P’ 6An T™s T ddéleta, kal & d\os... (11)
*Adélera; (12) "HEepe loumdv Téoo kald Tév éauvtd Tns; (13) T

vmoovveldnTo...
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(14)“OTav dxovotnke 1 mépta, | Ndv kouTdyxTnke oTév kabBpédtn
(.
(2. TZIPKAZ, op.cit., 48)

In this example the colloquialization of the narrator's language so that it
approaches the character's idiom, produces a sympathetic effect since it presupposes
not only access but also a certain kind of affinity with the character's mind (see
Chatman, 1978: 207). The interrogative nature of Ss 2, 3 and 6, in which the character
is wondering why her friend wants to see her and how she would react if he made a
pass at her, the way she is telling herself off in Ss 9 and 10, and her attempt at self-
analysis in Ss 11 to 13, are indicative of the narrator's identification with the

character's mind.

120) (1)‘H ¢ixpa Ths alyfis v ékave vd piyton. [.]

[..]1 (2 Ku 1y’ Aomacia; (3) Tl 84 ywétav 1\’ Aomaocla; (4) TIds 64
BaoToloe puid TéTola mlkpa;

(5) Svkwoe ToUs dupovs. (6) T( T4 voidler Tv 'Aomacla, T4
yiukerd, Ty kal\i ypid d8epdiy; (7) MiAmws 8év édaye ki adTy T6
dvooto Pwpl Tns; (8)"As mebdvn ki adTy. (9) "ANo €va oTdépa
AydTepo: (10) éva vyépiko oTépa, wov 6’ dvorye Spdpo oé Sub
péBiva. xew\dkia yepdta dwvés, yehdkia, bpéfers, PeXNlopara: (11)
ot6é wadl Tob Xapltou kal THs Nudwas...

(M. KAPATATZHZ, op.cit., 3689)

In this extract the dialogue that the character carries with herself denotes the
emotional stress she is under after her decision to kill herself. The dialogic form of the
character's FIT suggests the narrator's identification with the character's emotional

tension which accordingly creates a sympathetic effect.
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In sum, it can be said that FIT is used as a means of ironic distancing when it
presents a character's errors, self-delusions, exaggerations, hypocritical excuses and
in general actions which are not in accordance with his personality. On the other hand
the narrator's identification with the character's emotional tension and anguish
produces sympathetic effects.

In the next section we will examine the use of FIT in first-person narration.
3.11. FIT in first-person narration

Although instances of FIT abound in third-person narratives the technique is not
frequently used in first-person narratives. The relative scarcity of FIT can be attributed
to the structure of first-person novels. The mingling of two voices, i.e. that of the
character's and that of the narrator's that characterizes FID, no longer results in "a true
doubling of the perspective" in autobiographical narratives "because the narrating self
ultimately retains an existential link with his earlier, experiencing self" (see Stanzel,
1984; 221). In addition, in first-person narratives FID is restricted!8 to presenting the
thoughts and consciousness of the first-person narrator, who is both the experiencin g
and the narrating self since, unlike third-person narrators, first-person narrators do not
have access to other characters' mind!9, FID usually appears when the narrating self
momentarily identifies with the experiencing self. The narrator abandons the narrative
detachment from the events recounted in order to relate past uncertainties and anxieties.
Sometimes, as Cohn (1978: 168) claims, first-person narrators employ FIT in order to
relive paét experiences and crises that have remained unresolved and in this way to free
themselves from them. Another reason that can account for the lower frequency of FIT
in first-person narratives, Cohn continues, is that representation of a character's

thoughts and consciousness in FID presupposes the narrator's self-effacement.

18Even in cases in which the first-person narrator "does not mention any blanks in hi
. « . S h " .
possession of knowledge is limited (see Glowifiski, 1977: 109). y in his memory”, his
19Lanser (1981: 159-60) has identified cascs in which the first-person n
. - arrator h
characters' minds. P as access 1o other
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However, few first-person narrators seem willing or even able to silence completely

this narrating voice. They also seem to be less introspective than third-person narrators
in the sense that they are more interested in the events they relate and in the other
characters than in presenting their own past agitations and uncertainties. At the same
time they prefer to retain their distance from the events recounted.

Nevertheless, first-person narrators do resort to FIT to render their past
experiences and agitations and the shift from the narrating to the experiencing self can
be denoted through a number of indices as the analysis of passages in the following
section will illustrate. All the examples arise in first-person narratives of recollection.

The main indices of FIT encountered in each example are presented in tabular form.

3.11.1. Analysis of FIT in first-person narratives

121) (1) THv adydv émaviNev els ™y abdiy f) owwmd, AN’ éEnkolovBeL
évtés TOD xwplov 6 B8SpuBos. (2) Tdéoov PBpaBéws al dpar
mapfpxovto! (3) ©d émavérdouw ol Tobpkou mAnolov pas; (4) Od
Tols éxwpev xal Tiv vikta wdhw; (5) 'HobBavéueba 8xov, §Tu 8év
Suwvdpefa vd awbéfwpev mieldTepov.

(A. BIKEAAZ: AOYKHZ AAPAZ, 65)

In this extract the first sentence belongs to the narrating self who uses past tense
forms such as "émavii\ev 1 olwmy" (it was silent) and "éEnkolotfel & 6puBos”
(it was noisy) to recount past events. However, in S2 there is a shift to the
experiencing self which is indicated by the appearance of an exclamatory sentence. The
narrating self would most probably have used a descriptive sentence such as "Al Gpar
wapripxovto Ppadéws" (the hours were passing slowly). The exclamatory nature of
S, expresses the experiencing self's awareness of the fact that time passed really
slowly when he and his family were hiding from the Turks in a stable. The next two

questions (Ss 3 and 4), which occur in the future tense, further reinforce the
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impression of FIT. These brief interrogative sentences are indicative of the
experiencing self's fear and uncertainty about the return of the Turks and they would
seem out of place if posed by the narrating self who already knows the answer to these
questions. The last sentence by describing the emotional stress that the experiencing
self and his family were under at that time, i.e. they had come to the end of their

endurance, denotes a return to the narrating self.

Indices of FIT in example 121
1. Exclamatory sentences.

2. Questions.

3. The appearance of the future tense in the interrogative sentences.

122)  (1)’Aws v dyovia kal T {éom E€vpexev & I8puiTas moTdut dmé
16 pétomd pov. (2)’Eodmaca mdh ki éfepokatdmiva. (3) Nd md kal
yid 7 &a madid; (4)°ANG Tl vd 76, 8’ dvopa Geoll (5) MAmws
Td ‘Eepa Kald kald; (6) ZTpédopar Aiydiki kal Myw yapniédwva
oté xwpwd: [.)

(I. KONAYAAKHZ: O ETIIKHAEIOZ, 360)

In this extract the character recalls the unpleasant experience he had when he was
asked to make a funeral oration at the funeral of his friend's father, something he had
never done before. The first two sentences, which describe the character's emotional
state by the use of past tense verbs such as "eTpexev 6 LBpwiTas moTduL" (the sweat
was running like a river), "éodmaca" (I kept silent), "éEepokaTdmva" (I was
swallowing) and by the phrase "dné ™ dywvia" (from the agony), belong to the
narrating self. The use of the subjunctive and of the question mark in S3 signals FIT.
They express the experiencing self's confusion when one of the mourners suggests to
him that he should mention the rest of the dead person's children in his speech. In Sy4

the employment of the subjunctive after the interrogative pronoun "ti" (what), and of
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the oath "8." dvopa ©Geol" (for God's sake), which is followed by an exclamation
mark, indicates the difficult position the character is in. In interrogative Ss, which is
introduced with "primws"20, the repetition of the adverb "kakd" (lit. well) for emphatic
reasons reproduces features of the spoken language and reinforces the impression of
FIT. The last sentence indicates a shift to the narrating self. The tense used in this
sentence, however, is the simple present and not the past in order to "convey the
synchronization of the points of view of author?! and character" (see Uspensky, 1973:

72).

Indices of FIT in example 122

1. Shift from the S. Past to the subjunctive.
2. Oaths.

3. Repetition.

4. Interrogative sentences.

2015 M.G. direct questions can also be introduced with "pvimws™. In this case, however, "piTws" no
longer constitutes a subjunctive marker and consequently it can appear at the end of the sentence (sce
Mackridge, 1985: 301).

21The use of the term "author” by Uspensky is equivalent to the term "narrator".
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123) (1)'H dmooBéiwory pov aléaive damd Tls molés dmoples, molmecav
Sud pids o166 Aoyiopd pov. (2) Natl Tdpa 8év Tolpoloa vd xuTdlw
76 Bayyehd otd pdmia; (3) Tiatl v vTpembpowa, cdv vd Tiv
Eprerra mpddTn dopd; (4) Natl éleye wds Tpa ToU peydiwoa Sév
émpee vd pé odLrody; (B) Kéyd mobpouv Téoov dvumbpovos vd
peyalwow! (6) Mimws 8d katavtoloa Tdpa vd T6 Bewpd SuoTixnua
s peydwva; (7)°Amé ™ Puxprh owwm| TAS pdvas pou katdiafa
s TepLooéTEPO KL Amé T6 Bayyeld fjto TAs yvduns 8TL oThy
fHikia pou 8év pob Taipralav md dhd kal xddia. (8) SHuepo
okémTopar 61t T6 Bayyehd métafe kelvo T6 Moyo wid vd & v
évtimwon kal ™) yvdun Ths pnTépas pov.

(I. KONAYAAKHZ: H TIPQTH ATATIH, 14)

In this passage expressions of inner state such as "\ dmooBdlwor pov
adEawve" (my dumbfoundness was increased) and "oTé loyiopd pou" (I was
thinking) describe explicitly the character's bewilderment and prepare the ground for
the shift into the experiencing self. This shift is indicated by interrogative Ss 2, 3 and
4. All three of them are introduced by the interrogative adverb "yiat(" (why) to
express the character's confusion and inability to account for his reactions. In Ss 2 and
4 the combination of a past verb form such as "8év ToApotoa" (I didn't dare) and
"nueydiwoa" (I had grown up) with a present time temporal deictic such as "tdipa”
(now) further intensifies the impression of FIT. The temporal adverb "Tdpa." (now)
refers to the time of the experiencing self and not to the "now" of the narration. In
exclamatory Ss the appearance of the co-ordinating conjunction "kat" (and), in its
contracted form and in initial position, and the use of the intensifying adjective
nréoov" (so) create a speech-like effect and vividly express the young boy's
disappointment when he finds out that his wish to grow up quickly provokes different
reactions from the ones he had expected. In the last interrogative sentence the present

time deictic "Tépa” (now) co-occurs with the ©d +imperfect (future-in-the-past), i.e.
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"Qd katavtovoa" (I would come) to indicate the experiencing self's fear that his
development might turn out a misfortune. S7 denotes a return to the narrating self and
Sg contains the wise narrating self's present interpretation of the past events he has just

recounted as the use of the phrase "ofjpepo okémTopar” (today I think) indicates.

Indices of FIT in example 123

1. Clauses introduceq by the interrogative adverb "yLat(" (why).

2. Co-occurrence of past time verb forms with present time deictics.

3. Initial position of the co-ordinating conjunction "kal" (and).

4, Intensifying adjectives.

5. Introduction of a direct question with the conjunction "unmws"” (perhaps).

6. Exclamations.

124) (1) AloBdvénka kdmwoio wévo, AAN’ M okédm pouv 8¢ xpovo%p(Bnoe
moh0 076 Bayyelé kal Tls dppddoTeies Tns. (2) "Qx! 48epdé, ki
adTq Sho dppwotn Bdvar; (3) Tl vd Tév kdvw ydb T6 BAxa kal Tl
k\dpes s; (4 ‘H dppdoteta Tns, molywe épméSio oTd véa pov
dverpororrjpaTa, dpxile vd pod merpd{n Td vebpa.

(I. KONAYAAKHZ, op. cit., 47)

This extract appears in the same novel a few p‘ages further on. In S the
occurrence of an expression of inner state such as "alo8dvdnka kdworo wévo" (I felt
some pity), and of a phrase equivalent to a verb of thinking such as "1} oxégm pou
8¢v ypovoTplpnoe” (my mind didn't spend too much time), is the first indication of a
shift into the experiencing self. The two brief interrogative sentences that follow
express the experiencing self's annoyance and indifference. In S the phrase "dix!
48epdé” (Oh! brother), and the use of the exclamation mark after the interjection "dix"
(Oh), intone the sentence as speech because the phrase "dx! dSepdé" (Oh! brother) is

characteristic of the spoken language. In interrogative S3 the appearance of phrases
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such as "6 Bfixa" (her cough) and "Tls kAdyes Tms" (her whining), and of the
subjunctive, which is introduced by the interrogative pronoun "7{" (what), denotes the
experiencing self's irritation at the girl's illness. S4 is narration and the narrating self
explicitly describes how the girl's illness is interfering with his daydreams and how

annoying the whole situation is.

Indices of FIT in example 124
1. Brief interrogative sentences.
2. Interjections further intensified by an exclamation mark.

3. Colloquial phrases.

125) (1) Kiu 8oo davralbpovv &TL 1 dppuioTera Tod Bayyehod 8d
Tehelwve peTd €va 1 8o ufives oTé Bdvato, potodiyye dmermola
v kapdid. (2) Ndmobdvn kal vd voulln mis 8év Ty dyand, mds
T ouxddnka kal T plonmoa lows; (3) Aé BdTove mpoTLpdTepo
vamoddrw kéyw pafl m™s;

(4) Namoddvy kai vd pf ™ Eavaidd o’ autédv Tév kbopol...
(5) Md fto Téoo BéPaiov, fiTo ddevkTo vdmoddun; (6) ‘H doPept
18¢a wob oxnudtila wepl Tob dviknTou BavdTou alfawe Tév Wévo
mob palevéTary oty kapSid pov ki dvadnuiovpyoloe THY dydmn
pov, wd véa dydmm mpés T Yuxr 4mé T Yuxh.

(. KONAYAAKHZ, op. cit., 53)

In this extract the first sentence, which depicts the character's despair and grief
for his girlfriend's impending death with the expression "wolodLyye dmekmoia THy
kapSid" (despair clutched at my heart), belongs to the narrating self. The shift into FIT
is signalled by interrogative Sz. Verb forms appear in the subjunctive, which is not
governed by a main clause, i.e. "vamoddvn" (were she to die), "vd vopulln" (were she

to think), in an attempt to suggest the experiencing self's horror at the thought that the
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girl will die with the impression that he does not love her or even worse that he
despises her and maybe hates her. In addition to the subjunctive, the repetition of the
conjunction "m@s" (that) is suggestive of the experiencing self's strong emotions. The
next sentence is also interrogative and it expresses the experiencing self's wish to die
with her. In S4 the subjunctive verb forms "vdmof8diy" (she were to die), "vd pf ™
Eavai8d" (I was not to see her again), along with the point of exclamation and the
suspension marks, which appear at the end of this sentence, indicate the experiencing
self's fear that he will never see her alive again, not in this world at least. The next
question, which is introduced by the conjunction “ud" (but), which is common in the
spoken language, is also posed by the experiencing self who wonders if her death is
inevitable as the use of phrases such as "t6c0 BéPairov" (so certain), "ddevkTo"
(inevitable) denote. In the phrase "réco Béfaiov” (so certain), the use of the

intensifying adjective "T600" creates special emphasis. Long Sg explains in detail the

character's feelings about death and it belongs to the narrating self.

Indices of FIT in example 125

1. Use of independent vd-clauses.

2. Interrogative sentences.

3. Use of the point of exclamation and of suspension marks for emphatic
reasons.

4, Appearance of conjunctions characteristic of the spoken language, i.e. "ud"
(but).

5. Intensifying adjectives.

126) (1) Tléoape pmpolputa mlow 4w’ Tév Eepd kopud, & Zepadelp, o
ZoTiens kU’ €ye dmé whvw Tous. (2) Mé Tdva xépL & TwThpng w’
dykdhace. (3) Ku' dpxloave. (4) Té xépL Tod ZwThpn pé odlyyer
oav vipow aomida Tou. (5) Khelvw Td pdtia kal {apdvw. (6) Mdva,

8¢ 04 pé Eavabels. (7) TédTouve umdumes, ki’ & kpdTos Oeé pov
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6 kpbTos! (8) Aés kal 8d ocob mdper T6 keddh vd o1éd TwdEer
mépa. (9) Zdlyyovrar Slov ol pds pou é€vor d6edd pov, 4md
avTiSpaom. (10) Té6 odpa pouv vouwsber Tév kivBuvo kal B8éler vd
UmepaoTiofel kdvovtas éva Buwpaka dm’ Tiv t8la Tou T odpka. (11)
Nd pmopoloa vd Xwdd ONékAnpos oé wd Tpumltoa Téon 84, vd pj
pé BAémeL Beod pdTu (12) ©d omkwdd vd Tpéfw! (13) Nd TpéEw Smou
Byell (14) Tdv TpeMds! (15) ‘OmouvdrimoTe dAhob mapd €84K. (16) Té
xépL ToU ZwTipn pé odlyyer Swatd, omacuwdikd, oé kdde E€kpnén.
(17) ©é w vd TobU dwvdu:

(18) &Ace pe! "Ace pe eiBepry oé okotdvw! "Ace pe vd Tpéfw, vd
xafd 4mé 8@.» (19)"OxL Opws, KadiTepa €é8&. (20)“O,mv mdbouve
avrol, 8d wdBw ki’ €yd. (21) ©d Tpépoupe xi’ ol Tpels pall €84.
(22) Tliow am 76 Eepd élato. (23)°0,1v 7yiver, ds yivel. (24)'ESQ
pds Ppfike N kaky dpa kal Tols Tpels. (25) Aév xwpll{w THv TiXM
pouv am’ abrols. (26) Aév pmopd (27) O©d Tpéfw, 8d kujow pévos
pou kdTw oti xapddpa, oTd élata. (28) Nd kpudTd, vd py pé
Brémouve. (29) Nd prj pé Solve, elBepn xdbnka.

(30) ‘H okéyn pou marapopévn, haxaviaopévn, 8év Eéper Tl vd
Siatdfer. (31) Tlob vd wdw; (32) Tlov vd wdw; (33) Nd upelvw €80;
(34) K’ ) kapdid pov k\wtodeL duwvatd odv vdbele vd Eeomkwoel
oté ypriyopo pudud Tns Oho pouv TS odpa, vd diyer pakpid amé
84.

(A. BAAXOZ: TO MNHMA THZ TPIAZ, 70-1)

In this extract the first three sentences describe the character's movements by the
use of past verb forms such as "mécajpe" (we dropped), ")’ dykdiiace" (he hugged
me), "dpxloave” (they started). In S4, however, there is a shift from the past tense to
the present tense. The transition to the present tense creates a more dramatic effect and

at the same time prepares the ground for the appearance of FIT. Sg, which begins with
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the kinship term "Mdva" (mother), indicates a switch into the experiencing self who
expresses his fear that his mother will not see him again. S7 renders the experiencing
self's auditory impression, as the repetition of the word "6 kpéTos" (the boom) to
describe the unbearable noise of the explosions denotes. This auditory impression is
further emphasized by the use of the oath "Geé pouv" (My God) in front of the word
"6 kpdTos" (the boom), by the exclamation mark that appears at the end of this
sentence and by Sg, which contains the simile that the experiencing self uses to refer to
the noise of the bomb explosions. Ss 9 and 10 give a description of the way his body
reacts to the danger. In S1 there is a return to the experiencing self's inner mind as the
use of the subjunctive form "vd pmopodoa” (if only I could) to express the self's
wish, of the diminutive ending -LToa in the word "rpumi{toa” (little hole), of the
intensifying phrase "téon 84" (that small), appearing after the word "rpun{Toa"
(little hole), of the expression "Oeob pat" (God's eye), and of the exclamation mark
at the end of the sentence indicates. In exclamatory S, the use of the future tense
suggests the experiencing self's impulse to get up and run away. The repetition of the
subjunctive form "vd. Tpéfw" (to run) in exclamatory S3, the appearance of the next
verbless exclamatory phrase, which consists of the simile "odv TpeX\és" (like a
madman), and the occurrence of the spatial deictic "¢8&" (here) in verbless S;5 depict
vividly the experiencing self's pressing need to run away from the noise and the
explosions. S1¢ describes how tightly his friend's hand is clutching him during each
explosion and Sy7 refers to the experiencing self's desire to cry to him to let him go.
Thé actual words that the experiencing self is thinking of crying to his friend are
enclosed within quotation marks and introduced by a colon. The main characteristic of
these imagined words is the repetition of the phrase "doe pe" (let me go), with which
each of the three sentences begins, and the appearance of the exclamation mark for
emphatic reasons at the end of the first two sentences. Ss 19 to 25 indicate that the
character, on second thoughts, has changed his mind and he no lon ger wishes to
desert his friends and fellow-combatants. In Sg the self's new decision is expressed

by the negative particle "3x1" (No), which occurs at the beginning of this verbless
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sentence, the use of a capital "K" instead of a small "k" in the word "Ka\iTepa"”
(Better) and of the spatial deictic "¢84" (here), which refers to the experiencing self's
spatial position. Ss 20 to 25 express his self-persuading arguments about his decision
to stay with his friends and not to desert them. More specifically the appearance of the
future tense forms "Od Td8w" (will happen to me ), "Od Tpépope" (we will shake)
in Ss 20 and 21 respectively, the use of the spatial deictic "é8@" (here) in Ss 21 and 24
to refer to the experiencing self and his friends' spatial position, further specified by
the verbless sentence "mlow dm’ 76 Eepbd €lato" (behind the dry fir-tree), and the
fatalistic attitude expressed in Ss 23 to 25, suggest the character's attempt to persuade
himself about the soundness of his judgment. Ss 26 to 29 express the character's
inability to stick to his resolution as the exclamatory phrase "Aév pmopd" (I can't)
denotes. In S77 the use of the future verb forms "0d Tpé€w" (I'll run), "Od kui\fow"
(I'll roll), refer to the experiencing self's plans of future action from which his friends
are excluded as the phrase "pévos pouv" (on my own) indicates. The expression
"wévos pouv" (on my own) contrasts with the first-person plural forms and with
expressions such as "kal Tovs Tpels" (all three of us), "dw* avTols” (from them),
which were suggestive of the feeling of companionship that was prevalent in the
previous section. Ss 28 and 29 appear in the subjunctive and denote the character's
anguish, which is further intensified by the repetition of the same verb "BAémw" (I see)
but in a different tense. In Syg the verb "BAémw" (I see) occurs in the present
subjunctive (vd p1) pé BAémouve) whereas in Spg it appears in the aorist subjunctive
(vd pry pé Solve) to be in agreement with the past verb form "xdénka" (I am lost,
lit. T was lost). S3g explicitly refers to the confused state of his mind. The three
interrogative phrases that follow depict vividly the character's inability to think
rationally and to take a decision as the repetition of the phrase "mod vd mwdw" (where
was I to go?) in Ss 31 and 32 and the use of the subjunctive "vd pelvw” (was I to
stay) along with the spatial deictic "¢8&" (here) in S33 suggest. The descriptive nature
of S34, which refers to the way emotional tension affects his physical condition,

denotes a return to the narrating self.
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Indices of FIT in example 126

1. Shift into the present tense.

2. Use of kinship terms in the vocative.

3. Repetition.

4. Oaths.

5. Questions.

6. Exclamations.

7. Ellipsis.

8. Subjunctive forms not subordinated to a main clause.

9. Similes.

10. Diminutive endings.
11. Proximal deictics.

12. Negative direct replies and negated verb forms.

(1) Kal Eavdpxioe T6 Bddiopa. [..

[.] @'H viota pé alller, T4 mé8ia elvar Bapid, pohifi. (3) Td
oépvw. (4) Nd pmopoboa vd kotpndd. (5) Oeé uov; vd xolumbd. (6)
‘0,7 BéheL ds ylvei, €va mpdpa pévo. (7) Nd koiundd. (8) Md kdmov
¢80 mpémeL vdvar Td ovvopa. 9) Tlds &év dalvovrtar; (10) Tlod
ta; (11) Mf pds yéhaoav; (12) Tlob €lvar adm™ 1 ypauph ot mhyLe
vd TV TIEPAOO}E...

(13) MmpooTd. émece évas kal khalet. [...]

[...)] (14) Tepller N vixTa dw’ Tols Auypols Tou, &w’ THv dmeAmiovd
Tov. (15) Tid 76 ©€b, pfy xahapdoow kal péva Td velpa pov. (16)
Miv dpxlow k'’ éyd Td k\dpata médTovTtas katayfs. (17) BdSile,
* Avtpéa, BdSule! (18) K’ dv elvar vd méoers, vd méoels mebapévos.
(19) Mé 76 xdpapa, odv xAsplacav 7' dorépia, eldape o’ va \6do
pmpooTd pas, Td «odvopar, Té dukdkio. (20)”Aompo omTdkL Tdvw

oty koppovUda €vds Addou, s kal Pyfike ékel Ymid vd pds
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mepipéver. (21)"Avte dxbépa mevrtaxbdoia péTpd... drépa Siaxdola...
drépa éxaté... Télosl.. (22) K’ &meca o076 xdpa, pmpodputa. pé
T6 yu\b oTOUS Wpous.

(A. BAAXOZ, op.cit,, 1045

The above quoted extract appears a few pages further on. Narration also begins
in the simple past (i.e. S1) but quickly slips into the present tense, i.e. Ss 2 and 3,
which by describing the character's physical condition, i.e. he is exhausted from
walking for many hours and from lack of sleep, prepare the ground for the appearance
of FIT. The shift into FIT and thus into the experiencing self is denoted by the use of
the subjunctive form "vd pmopoloa” (if only I could) to express the self's wish in
Sa4. The repetition of the subjunctive form "vd kotpunf®" in Ss 4, 5 and 7, with the
latter consisting of only this phrase, is suggestive of the character's need for sleep.
This impression is reinforced by the appearance of the oath "Geé pouv" (My God) in
Ss and by the use of the fatalistic expression "8,T. 8é)ev ds yivel" (what will be will
be) in S¢, which denotes that sleep is the only thing he cares for. In Ss 8 to 12 the
experiencing self's mind is preoccupied with different thoughts. He is wondering how
far away the frontier is. The use of the phrase "ud kdmouv €8%" (but somewhere here)
and of the phrase "mpémeL vdvalr" (it must be) in Sg, are characteristic of the
experincing self's reasonable conclusion that the frontier must not be far away.
Interrogative Ss 9 to 11 express the experiencing self's doubts about the location of the
frontier and his fear that he and his comrades have been misled (S11). S12 begins with
the interrogative adverb "mob" (where) and one would expect to find a question mark
at the end of the sentence. Instead suspension marks are used to denote a mental pause
caused by the appearance of a visual perception (i.e. S13) that temporarily interrupts
the continuity of his thoughts. In S5 there is a reference to a soldier who has fallen
down and is crying. S14 refers to the sound of the soldier's desparate sobs and
prepares the ground for the rendering of the experiencing self's thoughts. The shift

into the experiencing self is indicated by the occurrence of the oath "yid T6 Qeb" (for
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God's sake) in S5, The negative hortative verb forms "ufy xalapwoow kal péva"
(let them not desert me as well), "unv dpxlow" (let me not start), are suggestive of the
experiencing self's effort not to lose his nerve. In 817 the repetition of the imperative
form "Bd8ile" (walk) and the use of his name, i.e. " AvTpéa" (Andreas) for self-
reference, are indicative of the way the experiencing self urges himself to keep on
walking. In S;g self-reference is in the second person, i.e. "vd méoets" (to drop
down). In Sjg the reference to the border occurs in the past tense. Sy contains a
description of the guardhouse and stands ambiguously between narrative report and
the character's visual perception. The use of the diminutive endings -aki in "omiTdx"
(a little house) and -ouka in "koppovha” (the little top) and of the simile, which begins
with the phrase "\és kal" (as if), point more readily to an experiencing self. This
impression is further reinforced by Sz; which renders his FIT. In this verbless
sentence the repetition of the phrase "dképa" (more, lit. still) and the count-down of
the metres he still has to cover to reach the guardhouse belong to the experiencing self.

"y

The word "dvTte" (come on), which appears at the beginning of the sentence and is
common in the spoken language, is used by the experiencing self to urge himself to go
on walking since the guardhouse is very nearby. The suspension marks that separate
the phrases which begin with "dxépa" (more) represent his mental and physical effort.
The word "télos" (finish) and the appearance of the point of exclamation and of the
suspension marks after it denote that the experiencing self has reached the guardhouse,
like a runner who has got to the finish line. In S7 the use of the simple past indicates a

return to the narrating self who describes how the character has collapsed on the

ground with the knapsack on his shoulder.

Indices of FIT in example 127
1. Use of subjunctive forms not subordinated to a main clause.
2. Oaths.
3. Modal auxiliaries for reasonable conclusions.

4. Interrogative sentences.
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5. Questions of doubt, introduced by the conjunction "ufi" (I wonder).
6. Negative hortatives.
7. Self-reference also in the second person and by the character's name.
8. Exclamation and suspension marks.
9. Diminutives.

10. Repetition.

11. Omission of verbs.

128) L[.] (1) K &pewa kdtw pé T Beld pov, vd mepipévw, vd meppévw
yid vd Ty Eavaidd. (2) ©¢ pov, wéoo dpyoloav dmdvwl (3) TC
Exavay dpaye; (4) Md 8¢ 64 Eavaxatépawvav ds T6 BpdSu; (5) Kal
BdpxéTav & Ummpémms vd pé mdpn, vd ¢iyw, xwpls v dvrikplow
&I d dopd Td pdmia kal T6 Xapdyelo THs' Abavastas; (..

[..] 6) Kal vd, oé Nyo, 6 Ummpémns vud vd pé wdpn. (7)°Ané Tdpay!
(8) Mob Hpfe vd Tév Selpw moU PidoTnke étoi.. (9) M’
dvaxouvplomka, §tav 1) Berd pou pod €ime wds pmopoloa vd wdw
&mdve, V' dmoxarpetiow THY Eévm...

(". ZENOTIOYAOZ: AGANAZIA, 4689)

In this extract the repetition of the subjunctive form "vd mepipéva” (to wait),
which expresses the character's anxiety caused by the wait, is the first indication of the
appearance of FIT. The shift into the experiencing self is signalled by the use of the
oath "0¢ pouv" (My God), by the spatial deictic "amdvw" (upstairs), which indicates
that the experiencing self is waiting downstairs, by the interrogative adverb "wéc0"
(how long) and by the exclamation mark at the end of Sj. The three interrogative
sentences that follow express the young boy's impatience and fear that he might not be
able to see the lady that made such an impression on him before the servant comes to
collect him. In S4 the appearance of the conjunction "pd" (but), which is peculiar to

the spoken language, in initial position creates the impression of speech. The same
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effect is produced by the initial position of the co-ordinating conjunction "kal" (and) in
Ss, further intensified by the paratactic use of the subjunctive forms "vd pé mdpn" (to
collect me), "vd ¢iryw" (were I to go), which have a similar meaning.

A few lines further on, the shift into FIT is signalled by Sg which lacks a main
verb. However, the reader can easily infer from the context that the missing verb is
"ApBe" (he came). In Sg the use of phrases such as "kal vd" (and there) and "o¢é
Ayo" (in a while) recall spoken language. The next elliptical phrase is highly intoned
by the appearance of both the question and the exclamation marks at the end of it to
suggest the young boy's annoyance at the servant's early arrival. In Sg the use of the
phrase "pod fipfe vd Tév Selpw" (I felt like beating him) is indicative of the boy's
irritation as it is unlikely that a young boy will beat up an adult. The suspension marks

that appear at the end of the sentence emphasize the improbability of such an action. Sg

denotes a return to the narrating self.

Indices of FIT in example 128
1. Interrogative sentences.
. Oaths.
. Spatial deictics indicative of the character's spatial position.

. Initial position of co-ordinating conjunctions.

2

3

4

5. Subjunctive forms.
6. Use of the point of exclamation and of suspension marks.
7. Colloquial phrases.

8

. Exaggerations.

129) (1) 'EEaxodovbnoa vd Pdxvopar, waox({ovras vd kataldfw dv
elpovw xTuTMpévos ki d\od, dv Td pékn pou eltav dképara. (2)
Zoboa, pd mds {oboa; (3) Elpow dpaye dvdmmpos, TOOKLOPéVOS
yud wdvta kal dvikavos yiud 6TidMmoTe 0TS éEfis; (4) Kal movoioa,

wovoboa. (5) Mob favapxétave wu 1) 8iya mov aloBdvénka odv
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kulloTnka oT6 wedlo THs pdxns. (6) Ku 7y dvdykn yid Aym
oupmévora, Alyn ywaikela TpudepdtTnTa pés oTiv dypldSa mol '’
énuiye.

. BEOTOKAZ: AZOENEIZ KAl OAOITIOPOI B, 195)

The first sentence belongs to the narrating self and describes how the character
keeps feeling himself to make sure that his limbs are intact. Brief interrogative S;
indicates a shift into the experiencing self. The repetition of the verb "{oloa" (I was
alive) in this sentence belongs to the experiencing self who does not know how badly
he has been injured. The next interrogative sentence is again posed by the experiencing
self who is wondering how serious his condition is as the interrogative particle
“gpaye" (I wonder) denotes. The appearance of the co-ordinating conjunction "kal"
(and) in initial position for emphatic reasons in S4 and the repetition of the verb
"movoboa" (I was in pain) are indicative of the experiencing self's anguish and pain.

The descriptive nature of Ss 5 and 6 denotes a return to the narrating self.

Indices of FIT in example 129
1. Interrogative sentences.

2. Repetition.

3. Interrogative particles.

4. Initial position of the co-ordinating conjunction "kat" (and).

130)  [.] (1) KatdhaBa vd pé miaxdver M) épmuid kal yid pud oty elna
mds bverpetopat... (2)'H molvdvlpwmn ’Ivdlal.. (3) NooTtala... (4) T
Sudporos oupPatver pé TovTM TR vioTa;.. (5) Xwpls vd T
kaTohdBw EevTifnka yid vd xohupmicw, koAnpévos ot okédm mds
dxnfwd vmfipxe oTév kéopo | Mmoumdn kal wws 6 doukapds 6
Képoe odmile ékel mol Té6v ddmoa.

(@. KONTOI'AOY: TIEAPO KAZAZ, 36)
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In the first sentence the phrase "elma mds dverpevopar” (I thought that I was
dreaming) and the suspension marks at the end of the sentence are suggestive of the
character's hazy state of mind and thus prepare the reader for a shift into the
experiencing self. Suspension marks are used throughout this passage of FIT.
Elliptical exclamatory S is the first signal that this thought belongs to the experiencing
self. The word "vootala" (I was drowsy) that immediately follows and the
appearance of interrogative S4, which begins with the swear expression "7(
8LdBolos"” (what the hell), further reinforce the impression that we have access to the

_ experiencing self's thoughts. Long Ss indicates a return to the narrating self,

Indices of FIT in example 130
1. Ellipsis.

2. Swear words.

3. Suspension marks.

4. Points of interrogation and of exclamation.

131)  (1)‘H épmpooBodulakyy dvéBawvev 78y Tpds T6 dmévavt Powdv kal
dvépawve petd Blas. (2)°H wpdtn pou okédis fro &L 8év ENafov
ékelvor katpév v’ dvamvetoouv. (3) MY wdbwpey 16 albrd kal fpels;
(4) Kal TéTe; (5) Olte dvaduxt) obre dvdmavois olTe vepév ék Ths
myfs! 6) Kal éslpwy, & whs édldwy. (7)°Ote kal fpels Teleutdlol
¢pbdoaper Tpéxovtes UM Td 8évBpa, 6 dpxmyds Bpblos Epmpoobev
TAs WOANS Ths ékkAnolas ovvopller puoTik@s pé Tols Tpels
veoeABévTas.

(A. BIKEAAZ: AIATI EMEINA AIKHIOPOZ, 118)

The first two sentences belong to the narrating self. Sy is a description of the
climbing up of the reconnaissance team. In the second sentence the appearance of the

phrase "} mpWTM pou okédts fiTo" (my first thought was), introducing IT, serves
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to prepare for the FIT of the following sentences. Interrogative S3, which is
introduced by "u1" (maybe) suggests FIT. It expresses the experiencing self's fear
that they, like the reconnaissance team, will not be given any time to rest before they
start climbing up the mountain. Elliptical interrogative S4, which begins with the co-

Zn

ordinating conjunction "kat" (and), produces a speech-like effect. In verbless
exclamatory Ss the repetition of the negative conjunction "ore" (neither) emphasizes
all the negative effects that will result from lack of rest. In S¢ the occurrence of the co-
ordinating conjunction "kal" (and) in initial position, which is peculiar to the spoken
language, the use of the interjection "&" (Oh) further emphasized by an exclamation

mark, and the repetition of the verb "é¢8($wv" (I was thirsty), depict vividly how

thirsty the experiencing self feels. Long S7 indicates a shift into the narrating self.

Indices of FIT in example 131

1. Questions.

2. Ellipsis.

3. Repetition of negative conjunctions for emphasis.

4. Initial position of the co-ordinating conjunction "kal" (and).
5. Interjections further emphasized by an exclamation mark.

6. Exclamations.

132) (1)"Eotpeda O\yov Td BAéppata dpioTepd kal 8efid, 8ud vd 18w
TobAdxloTov Tv myry, émov fAm{ov vd 8poolobd, dANG 8év T
€lda. (2)"Ekeito, dalverar, dmobev Ths éxxhnolas. (3)‘Ymopovr (4)
0’ amolnuiud®d peT’ OAlyov. (5)'Epmpds!
(A. BIKEAAZ, op.cit.,, 119)

This extract is taken from the same short story and arises a few lines further on.
S) is narrative and belongs to the narrating self. The shift into the experiencing self is

signalled by S2 in which the use of the inner state verb form "dalveTar" (it seems) is
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attributed to the experiencing self who assumes that the spring must be behind the
church since it is not within view. The occurrence of fragmentary S3 consisting of just

ne 2t

the word "Umopovi}" (patience) emphasized by an exclamation mark, recalls spoken
language. In S4 the use of the future tense along with the temporal phrase "pe’
d\lyov" (after a while) suggests the experiencing self's effort to urge himself to keep
on walking and not to despair because he will be able to quench his thirst in a while.
This impression is further intensified by the word "éumpés!" (come on!) immediately

following and emphasized by an exclamation mark at the end.

Indices of FIT in example 132
1. Verbs of inner state.

2. Fragmentary sentences emphasized by an exclamation mark.

133) [.] ©é\w vd okedTd. Béhw vd dvamoljow... [...]
[..] - T malbkarpos!
(1)'H kap8id pouv xtimmoe. (2)*A, dpxioe vd ylvetar évoxintikés.
(3) Md wapatpdfnle alté. (4) Tdpa 8d TéV BdAw o7 Béom Tou.
-’ AkoboTe, Kkiple...

(N. ©EOAQPOY: TTAAI ZKOTAAI, 264)

This passage is an extract from the character's recollections of past events as the
phrases "0é\w vd okepT®" (I want to think), "Oélw vd Guunba" (I want to
remember) indicate. It is interposed between two reports of direct speech. S; describes
the character's emotional state. The appearance of the interjection "™ A" (Oh) in initial
position in S2 indicates a shift into the experiencing self who is annoyed by the
customer's impoliteness. In S3 the use of the conjunction "ud" (but) at the beginning
of the sentence, which is characteristic of the spoken language, and of the colloquial
word "mapaTtpdfnge” (this has gone too far), further emphasizes her annoyance with

the man. In the last sentence the co-occurrence of the present time temporal deictic



207

"rddpa" (now) with the future tense suggests the experiencing self's determination to

put the man in his place.

Indices of FIT in example 133

1. Initial position of interjections.

2. Conjunctions peculiar to the spoken language.
3. Colloquialisms.

4. Use of future tense.

134) (1) Mé md Blan klvmon Tob Xepiod Tou, pé dpmafav ol 8ud
{amTiéBes Tovu, pwé katéPacav oTé umdyero. (2) AudSpopos paxpis,
keld 8eEélepBa. (3) 276 Bdbos dMos pikpds 8LdSpopos, oTevds,
okoTewds. (4) Ztapatioape pmpdés oé d owdnpdmopta, dvolEav,
pé métakav péoa. (5) TkotdSL mukvd, polxa, Uypacla. (6) ©d elxe
katpé OO vd oTeydoel @\\o SuoTuxiopévo, yiati oé kdfe klvnon
pov ol dpdxves médTave oTd pobTpa pov.

(. MATKAHZ: O TIEPITTAANOYMENOZ, 226)

This extract is an example of consciousness rendered in FI form in a first-person
narrative. The character who has just been put in jail describes his first impressions of
the cell. S, which belongs to the narrating self, refers to the rough treatment he had.
In S; the paratactic style of the verbless phrases suggests a shift into the experiencing
self. These phrases are separated by commas and they depict the experiencing self's
visual impressions as he is taken down to the cellar. In the first phrase the appearance
of the adjective "pakpis" (long) after the noun "S8ud8popos" (corridor) further
reinforces the impression of consciousness rendered in FI form. The experiencing
self's visual perception is continued in S3 which is also verbless. The use of the
phrase "o16 Pdos” (at the far end) suggests the experiencing self's angle of vision.

The adjectives that are used to describe the short corridor are also placed one after the
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other and are separated by commas. Sy4 is narration. S5 renders the external data of
sight and smell as they impinge on his consciousness. These perceptions are placed
one after the other and they are separated by commas. The normal syntactical pattern of

the last sentence denotes a return to the narrating self.

Indices of FIC in example 134
1. Parataxis.
2. Appearance of adjectives after the nouns they modify.

3. Omission of verbs.

3.11.2. Summary of the analysis of FIT in first-person narratives

The analysis of the passages quoted above has shown that FIT, although
sparsely used in first-person narratives, does appear when the focus is on the
experiencing self. Despite the use of the first-person pronoun in reference to both the
narrating and experiencing self, FIT can be recognized through the use of contextual
and linguistic indices.

Contextual indices that facilitate the narrator's temporary identification with his
younger self include verbs and expressions denoting an inner process of thinking or
feeling (examples 124 and 131) or in general the narrating self's relation of past
moments of emotional crisis, anguish and bewilderment (examples 121, 122, 123).
Furthermore, a shift from the simple past to the present tense that the narrating self
may employ when recounting intense feelings can smooth the transition to the
experiencing self (126, 127). Sometimes a passage of FIT can immediately follow a
passage of DS which is attributable to the experiencing self (ex. 133). Thus first-
person narratives seem to favour contextual indices which are similar to those
encountered in third-person narration. FIT in third-person context also appears in the

vicinity of verbs of mental activity or after a description of a character's emotional state
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or impressions. In addition, it can arise in the neighbourhood of other kinds of
discourse, i.e. DD, ID, FDD.

In addition to contextual markers, linguistic indices which belong to the
categories of graphology, grammar and lexis can help to identify a passage as FIT.

The main typographic markers include the points of interrogation and
exclamation and suspension marks. Past uncertainties, states of wonderment and
agitations are often expressed by interrogative sentences. These questions, however,
do not constitute the narrating self's present interpretation of the past events he
recounts, as they have long since been answered. On the contrary, they denote a shift
to the experiencing self. Likewise exclamatory sentences or words and phrases, which
are followed by an exclamation mark for emphatic reasons, suggest strong emotional
tension and they are more readily identified with the narrator's past self. Moreover,
suspension marks can intensify the impression of a transition from narration to the
experiencing self. The above mentioned typographic markers also abound in passages
of FIT in third-person narration. In addition, in third-person context suspension marks
can occur within a passage of FIT to create the impression of mental activity, i.e. to
indicate mental pauses, hesitations or a change in topic. Similarly, dashes may be used
for pauses and self-interruptions and along with the colon can even introduce passages

of FIT in third-person narratives.
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The main grammatical indices that indicate FIT in first-person narratives are the

following:

1. Use of the first-person pronoun or the character's name for self-reference.
The appearance of the second-person pronoun is also possible.

2. Subjunctive forms which, in most cases, are not subordinated to a main
clause.

3. Co-ordinating conjunctions used in initial position.

4. Ellipsis.

5. Proximal deictics.

6. Negation.

7. Co-occurrence of past verb forms with present time deictics.

8. Modal verbs.

9. The appearance of tenses is directly associated with the context in which they
occur. The most frequently used tenses are the S. Past, the Present and the
Future.

10. Brief sentences.

11. Parataxis.

12. Appearance of adjectives after the nouns they modify.
13. Conjunctions peculiar to the spoken language.

14. Verbs denoting inner states.

The above quoted grammatical indices are also present in passages of FIT in
third-person narration. In addition, incomplete comparisons and loose shifts from
topic to topic can be encountered in passages of FIT in third-person narratives. In such a
context self-reference is in the third person. The demonstrative pronoun "at7és"

may also be used by the character in reference to himself.
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Lexical indices include the following:

1. Repetition.

2. Interjections.

3. Oaths.

4. Swear words.

5. Similes.

6. Colloquialisms.

7. Intensifying adjectives.
8. Diminutives.

9. Kinship terms.

The above quoted lexical indices can also be found in passages of FIT in third-
person narration. The use of emotive and idiosyncratic elements aims to intensify the
impression of a character thinking in his own language rather than in the narrator's. In
addition, in third-person narratives there is use of modal adverbs of certainty,
uncertainty or denial, of evaluative adjectives, of lexical fillers, of direct reply particles,
of contracted forms, of words or expressions peculiar to the character's idiolect and of
folk proverbs. The absence of some of the above mentioned lexical indices, i.e.
contracted forms, idiosyncratic speech elements, in passages of FIT in first-person
narration may be attributed to the fact that the narrating and the experiencing self are the
same person and thus their language displays similarities,

Having isolated the markers of FIT in first-person narratives we can précccd

with an examination of its effects.
3.11.3. Effects of FIT in first-person narratives

It has already been mentioned that FIT, unlike FIS, suggests immediacy because

it creates the illusion that the reader has direct access to a character's thoughts without
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the continuous interventions of a narrator. In third-person narratives FIT is employed
as a means of either irony or sympathy. The latter effect, however, arises more
frequently because of the narrator's affinity with the character's mind. In
autobiographical narratives FIT is conventionally limited to the thoughts and
consciousness of the first-person narrator who is both the narrating and the
experiencing self. In first-person narratives, as Stanzel (1984) notes, FIT occurs when
the narrating self has withdrawn and the emphasis is on the experiencing self. Stanzel
prefers to talk about the withdrawal of the narrating self rather than his absence from
passages of FIT in first-person narration, as Cohn does, because he believes that
complete denial of his presence would result in a silent monologue rather than in FIT.
The use of FIT for thought rendering elicits the reader’s sympathetic response to the
experiencing self "much more frequently than it ironizes or creates distance between
the experiencing and the narrating self" (see Stanzel, op. cit., 224). However, FIT
passages, which present the anxiety or bewilderment of a young child or an
adolescent, can produce a slightly ironic effect because of the simplified reasoning (ex.

126) or the exaggerated reactions (ex. 129) of the inexperienced younger self.

3.11.4. Differences between the representation of speech and of

thought in FID

Before we conclude this chapter it is worth pointing out that despite the
similarities that the representation of speech and of thought in FID displays, as far as
the means of their identification is concerned, there are also differences between them.
For that reason the two techniques were examined separately.

The analysis of FIS in Chapter 2 and of FIT in the present Chapter has shown
that the two modes can be recognized through the use of similar markers, i.e. linguistic
indices which belong to the levels of grammar, lexis and graphology and usually create
the impression of FIS or FIT by appearing in clusters. This similarity, however,

should not obscure the fact that firstly, FIS and FIT are different modes of expression
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and as such they have been exploited in a variety of ways by different authors, and
secondly that their effects are not the same. FIS is used to represent a character's
speech whereas FIT is employed as a means for producing not only a character's
thought, which can be presented either as fully articulated or half-formed in a
character's mind but also different states of his consciousness. The effects of the two
modes are also different. As has been mentioned, FIS creates more often an ironic
effect because of the interposition of the narrator's voice between the character and the
reader which, as a result, distances the latter from the character who has produced the
speech. On the other hand, FIT puts the reader directly inside the character's mind and
produces more frequently a sympathetic effect, especially in figural narratives in which
the narrator's mind is in greater affinity with the character's mind.

Thus the differences between FIS and FIT are functional rather than formal.

3.12. Conclusion

In this chapter we have concentrated on the analysis of modes of thought
rendering and of their effects in first and third-person narratives. In terms of
decreasing narratorial intervention the following categories were distinguished: a)
NRTA, b) IT, ¢) FIT, 4) DT and 5) FDT.

Examples from all five categories were given but special emphasis was placed on
the technique of FIT, which, as far as thought reproduction is concerned, appears
more plausible than the direct modes of DT and FDT. In contrast to direct forms of
speech representation, i.e. DS and FDS, which produce an effect of immediacy by
presenting a character’s speech in a direct way, DT and FDT appear more artificial than
the most indirect forms of NRTA and IT simply because direct access to somebody
else's thought processes is not plausible in real life. It was probably this artificiality of
FDT that led modern novelists, (i.e. Politis ex. 10, Karagatsis ex. 12, Mitropoulou ex. -
13), to develop and further refine it so that it renders a character's inner mind directly

without narratorial mediation, thus creating the impression of internal focalization.
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FIT, on the other hand, by retaining the expressive elements of the spoken
language without suppressing the narrator's voice provided a natural means for
producing not only a character's inner thoughts, which can be presented either as fully
articulated or half-formed in a character's mind, but also different states of his
consciousness (i.e. sense impressions, products of imagination). Representation of a
character's consciousness, however, arises more often in figural rather than in
authorial narration since the technique of FIT appears more refined and of greater
psychological complexity in such context. In addition, it is spread among a wider
range of characters. FIT is not restricted to third-person narration. It also occurs in
first-person autobiographical narratives though in a much lower frequency because of
the structure of first-person narratives, i.e. the narrating and the experiencing self are
the same person and the only way the narrating self can relive past events is by relying
on his good memory. Nevertheless, extensive use of his mnemonic skills can produce
an unrealistic effect. In both first and third-person narration FIT can be identified
through a number of indices, i.e. contextual and linguistic, which usually sustain the
impression of FIT by appearing in clusters. In addition, the effects of each technique
were examined. As with speech presentation, the way in which a character's thoughts
are presented can influence the reader's sympathetic or ironic response to the character.
With regard to NRTA and IT, which are characterized by narratorial overtness, the
narrator's attitude towards the characters can create either irony or sympathy. As far as
the most direct forms of thought presentation are concerned, i.e. FDT and DT, which
present the character in control of his thoughts by giving a direct quotation of his inner
mind, sympathetic or ironic effects depend on the narratorial comments that may
precede or follow thought representation, and on the extent to which the character's
thoughts contradict or are in harmony with his deeds. FIT, unlike FIS, creates more
frequently a sympathetic effect especially in novels which are dominated by a focalizer
character since the narrator's mind appears to be in affinity with the character's mind.
However, presentation of a character's self-delusions, misjudgements and

exaggerations can often produce ironic detachment. Even in first-person novels in
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which there is identification between the narrating and the experiencing self, the
narrator can comment ironically on the younger self's immaturity and fallacies.
In the next chapter there will be an examination of the technique of QM which is

regarded as the most mimetic form of thought presentation.
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CHAPTER 4
QUOTED MONOLOGUE

4.1. Introduction

In this chapter we will examine the technique of Quoted Monologue in first and
third-person narratives. The term QM is adopted by Cohn (1978: 12) and is equivalent
to what most other critics call "interior monologue”. Although there are two kinds of
monologue, that is "exterior monologue" or “soliloquy" (i.e. uttered monologue) and
"interior monologue" (i.e. unspoken monologue), the present chapter will focus only
on the analysis of "interior monologues".

Before we proceed with the examination of the monologic technique in M.G.
texts, we will remind the reader of Cohn's techniques of inner representation because
Cohn's theory has shed light on many areas of thought presentation and especially on
the use of the technique of monologue (see also Chapter 1, 49-51). Cohn's theory also
merits consideration because of the emphasis placed on the division of the techniques
by person.

Although Cohn's (1978: 11) discussion of modes of inner representation is more
literary than linguistic, her definitions of the techniques are linguistic rather than
stylistic. According to the relative contribution of the character and of the narrator to
the discourse, Cohn recognizes three basic techniques for rendering consciousness in
third-person narration: "psycho-narration”, "narrated mdnologue" and "quoted
monologue”.

"Psycho-narration" is the most indirect of the three techniques. It is the
"narrator's discourse about a character's consciousness" (Cohn, op. cit., 14). As
Wales (1989: 383) notes, it is not identical to Leech and Short's NRTA because the
narratorial report may be coloured by the character's perspective or verbalized
thoughts. Unlike the more direct techniques of "quoted monologue" and "narrated

monologue", "psycho-narration" can present sub-verbal consciousness since this kind
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of consciousness can only be narrated, i.e. it cannot be quoted directly or indirectly.
"Narrated monologue”, which is equivalent to Leech and Short's FIT, presents "a
character's mental discourse in the guise of the narrator's discourse” (Cohn, op. cit.,
14). "Quoted monologue" is the most direct of the techniques. By "quoted
monologue" Cohn means a monologue that is directly presented. QM is an extended
stretch of FDT. It renders "a character's mental discourse” (Cohn, op. cit., 14).
Although from a grammatical point of view, as Cohn observes, the technique of QM is
the simplest to define, critics' tendency to polarize techniques historically has
complicated the definition of this technique. Under the influence of Dujardin critics
have differentiated between monologues in traditional novels using the terms
"traditional monologue” or "silent soliloquy", and monologues in stream-of-
consciousness novels using the term "interior monologue”, considering the latter as a
twentieth-century novelistic device. This distinction, in which "soliloquy" is regarded
as rational and reasoned while "interior monologue” is regarded as illogical and
associative, is based on psychological and stylistic criteria. However, as Cohn (1978:
13) has pointed out, it is very difficult to distinguish between "soliloquies" and
"interior monologues" on such grounds because it is common for soliloquies to
contain illogical patterns. Such definitions, as Cohn remarks, fail to take into account
the linguistic evidence which underlies these monologues, irrespective of their style
and content, i.e. the use of the first (or second) person by the character to refer to
himself and of the present tense. It is this presence of the first (or second) person and
of the present! tense that clearly differentiates the most direct technique of inner
presentation from the other two techniques in third-person narration. Thus for Cohn
(1966: 105, 1978: 98) both "silent soliloquies” and "interior monologues" are
instances of the same technique, i.e. the technique of "quoted monologue" as she calls
it, which has developed over the years.

As far as the term "interior monologue"” is concerned, Cohn believes that the

adjective "interior” in this term is near redundant because in modern narratives the

1Mendilow (1952: 104) attributes the effect of immediacy and presentness in interior monologues to
the use of the present tense.
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interiority of monologues is generally assumed and should, on logical grounds, be
replaced by "quoted”. In addition, "in third-person context the direct expression of a
character's thought (in first-person form) will always be a quotation, a quoted
monologue" (Cohn, op. cit.,, 15). However, since the term "interior monologue"
seems to be firmly established she has decided to use the combined term "quoted
interior monologue" with the option “to drop the second adjective at will, and the first
whenever the context permits” (Cohn, op. cit., 15). But Cohn has also drawn attention
to the fact that the direct expression of a character's thought can be presented outside a
narrative context as an independent text (eg. the Penelope text in Ulysses). Cohn (op.
cit., 17) calls this type of text "autonomous interior monologue" or "interior
monologue text". In contrast to "quoted interior monologues" which are introduced by
the narrator "autonomous interior monologues” are free of all narratorial mediation.
They consist entirely of the single, uninterrupted, direct quotation of a character's
inner mind. With regard to the use of the adjective "interior" in the combined term
"autonomous interior monologue”, Cohn points out that it can safely be omitted in
most cases. Thus Cohn (1981: 169), taking as a criterion the presence or absence of a
narrative context, differentiates terminologically between "quoted interior monologue”,
i.e. passages with interior monologue found embedded in authorial or figural
narration, and "autonomous interior monologue”, i.e. nonmediated interior
monologues appearing as independent texts.

According to Cohn the same basic techniques also appear in first-person
narration. The same terms can apply modified by prefixes to indicate the altered
relationship of the narrator to the subject of his narration. Therefore in first-person
narration "psycho-narration", "narrated monologue" and "quoted monologue" become
respectively "self-narration", "self-narrated monologue” and "self-quoted monologue".
However, the analogy between first and third-person narrative texts, as Cohn (op. cit.,
14) claims, "stops as soon as one goes beyond the definition of the basic techniques"
because of the "profound change in narrative climate as one moves between the two

territories". This change is due to the different relationship which exists between the



219

narrator and the protagonist who, in first-person narration, is none other than the
narrator's past self. This relationship affects mostly the presentation of inner events as
past thoughts have not only to be remembered but also expressed by the self.
Furthermore, there is another reason for the differentiation by person. It concerns the
use of the term "interior monologue" which, as we have seen, has been employed to
describe two different phenomena without anyone noticing the ambiguity: a) a
narrative technique for giving a direct quotation of a character's consciousness in a
surrounding narrative context and b) a narrative genre which consists entirely of a
character's self-address (e.g. Les Lauriers sont coupés, the Penelope text in Ulysses).
Although the technique and the genre share some psychological and stylistic
characteristics their presentation is not the same. The first case is mediated because
there is an explicit or implicit quotation of the character's thought by a narrator who
uses the third person to refer to the monologist in the narrative context. The second is
an unmediated autonomous first-person form and for that reason it can be regarded as
a limit-case of first-person narration. As noted above, Cohn calls this first-person
genre "autonomous interior monologue" or "interior monologue text" (or "novel").

Following Cohn, we will also define the technique of monologue in M.G. fiction
grammatically, because we also believe that the main characteristic of all monologues,
regardless of their style and content, is the use of the first person and/or the second
person by the monologist to refer to himself and of the present tense. Thus we will
analyse a number of monologic passages in both first and third-person narratives,
which belong either to the traditional, logically constructed type or to the inchoate type
that approximates to deeper levels of consciousness or to an intermediate type that lies
between the two extremes, in an attempt to show what devices M.G. authors use to
create the impression of a monologizing self.

We will adopt Cohn's term "Quoted Monologue" (QM) because it is inclusive of
both embedded and autonomous interior monologues. We will begin the analysis with
monologues in third-person narration. Taking as a criterion the presence or absence of

a narrative context we will examine both interior monologues which are set within a
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narrative context and interior monologues which are presented outside a narrative
context. In particular in section 4.2.1. we will analyse interior monologues which are
quoted either in authorial narratives (examples 1 to 5) or in figural narratives (example
6). In addition to the analysis of quoted interior monologues, there will be a discussion
of the effects of the technique of QM in third-person narration. Then we will deal with
the examination of autonomous interior monologues (examples 7 and 8 in section
4.3.). More specifically example (7) arises in a novel which alternates, from chapter to
chapter, between third-, second- and first-person narratives. The monologue analysed
constitutes a chapter on its own. Example (8) appears in a short story, or to be more
precise the whole story is presented through the character's monologue.

Then we will proceed to the examination of the technique of QM in first-person
narration. Self-quoted Monologues, as they are called, arise in first-person narratives
although not so often as quoted monologues in third-person narratives because of the
general structure of the first-person novel, i.e. the narrating and the experiencing self
are the same person and there is always the risk that the reader might mistake the
narrating self's present thoughts for the experiencing self's past thoughts due to the
use of the present tense and of the first person by both of them. In section 4.4.1 we
will analyse monologues which are quoted either in autobiographical narratives
dominated by the presence of the narrating self (examples 9 to 11) or in narratives in
which the narrating self has withdrawn allowing the experiencing self to dominate
(examples 12 to 16). In addition to the analysis of the technique of QM in first-person
narratives, there will be a discussion of its effects.

The following tree illustrates the categorization of monologue.



EXTERIOR MONOLOGUE OR
SOLILOQUY

(uttered monologue)

MONOLOGUE

INTERIOR MONOLOGUE OR

QUOTED MONOLOGUE

(unspoken monologue)

INTERIOR

MONOLOGUE

AS

TECHNIQUE
QUOTED AUTONOMOUS
INTERIOR INTERIOR
MONOLOGUE MONOLOGUE
(mediated, i.e. set (unmediated, i.e.
within a narrative set outside a
context) narrative context)

[see sections 4.2.1. [see section 4.3 ]

and 4.4.1.]

INTERIOR
MONOLOGUE
AS GENRE

INTERIOR
MONOLOGUE
TEXT (or NOVEL)
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4.2. Quoted Monologue in third-person narration

We will begin the analysis with the examination of interior monologues which
are quoted in third-person context (examples 1 to 6 in section 4.2.1). In particular,
examples 1 to 5 are presented within authorial narration whereas example 6 is found
embedded in a modern psychological novel that uses figural narration. There will also
be a discussion of the effects of the technique of QM in third-person context. Then we
will proceed with the analysis of autonomous interior monologues (examples 7 and 8
in section 4.3.). The analysis of each monologic passage will be followed by a

summary of the main devices employed to create the impression of a monologizing

self.



223

4.2.1. Quoted Interior Monologues

1) (1) «Tt é&mpafa», éleye, «kal wpds T kaTadidikopalL Téoov
ddvowtiTws; (2) Elpar i 8év elpar 46@os; (3)“Otav p’ Exavoav
8\ovs Tols oTdxvs povu, 8tav katéoTpedpav 86, elxa éml TAs Yfs,
1t ATo Té TWTdlopd pov; (4)“OTL elxov dde dév Anothv; (5) Kal

épdtnoav dv elxov Td péoa vd Tév éumoSlow; (6) 'ANd 8¢v

¢ddacev 6 éumpnopds, éué Bélovv, éué katadudkouvy, BLéTL €duya
tds Paodvous Tob poipdpyov. (7) *lows N éfopla pou 7iBeke pé

KaTAoTHOEL €VTUXEOTEpOY pakpdy TolouTwy dvbpwmwy Tfis d8iklas,

dv 8év émmpxeto véos oidwv kal 8év petémmTor TAAV dmé

kpnuvol els kpnuvdy! (8) "ANNG. Tlva W8lknoa, Tlva éPRhava, Tiva

efnpivodl... (9) Twwpoduar 86Tl elpar d8ivatos, SLéTL elpar
wévos, dompos kal dyvwotos. (10)"Avev ovpmpdlews Suvatol, dvev

Spwy kal Texvaopdtwv 6 d8Qos 8év eloakoleTar; (11) Aév €xer

ddBarpols, 8év Exer @Ta 7 Swkarootvn; (12) Nal! (13)'H dSikla éxet

Tds éxatév xelpas kal Tols éxatév m68as, 8Sid TolTo ¢Bdvel

mavtod... (14) Tdya wpémer vd yivw kakobpyos, 8ud vd elpw THY

¢koBov alTol Tob ommiatou; (15) M7 yévorTobs

(I. KAAAITAZ: ©ANOE BAEKAS, 92-3)

This QM, like the narrative context, is in Katharevousa. It is introduced by the
verb "éxeye" (he said) but it is not difficult for the reader to realise that this verb refers
to verbalized thoughts rather than to actual speech because in the immediately
preceding paragraph the narrator describes the emotional stress under which the
character is with the sentence "... kal mkpol oToxaopol Siétpexov Tév vobv
Tou" (and bitter thoughts were crossing his mind). In addition, at the end of the
monologue, which like direct speech is enclosed within quotation marks, the narrator's

descriptive sentence "kal Pafels oTevaypol 8iétpexov Tiv celpdv TGV (8edv
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Tou" (and deep sighs were accompanying the flow of his thoughts) disperses any
remaining doubt about the monologic nature of this passage. The language in which
the character monologizes is not very different from that of the authorial narrator's.
However, the character uses the present tense and the first person for self-reference in
his monologue whereas the narrator employs the past tense and the third person in
reference to the character. The impression of a thinking self is created by the following

means:

a) the character's rhetorical questions which are interspersed in the text and create
the impression of speech, i.e. S2.

b) the repetition of certain words such as "¢é" (me) and the interrogative
pronoun "Tlva" (who) for emphatic reasons in Ss 6 and 8.

¢) the use of the particle "val" (yes) in Sy2, further emphasized by the
exclamation mark that appears after it, to produce the impression of speech.

d) the exclamatory sentences that are suggestive of the character's violent
emotions and especially the phrase "M1 yévoLTo" (may it not come to that) which
concludes his monologue and indicates the character's determination not to turn into a
criminal even though this means spending the rest of his life in jail.

e) the use of suspension marks to suggest self pauses (Ss 8 and 13).

f) the employment of metaphorical language such as "&v s¢v émpxeTo véos
oldwv kal 8¢v petémmror wdAw dmé kpnuvod els kpnuvév" (if a new
whirlwind hadn't hit me and if I wasn't falling from precipice to precipice) for a more
vivid description of the character's misfortunes (S7).

g) and finally the personification of the abstract concepts of justice and injustice

which creates a more dramatic effect, Ss 11 and 13.

2) (1) Td Tév €autd Tou éXeye «(2) Aév éxw olTe dwTelwd
pvnpovikS otte edvkodla Myou kal obTe plwpéves memolbfoeLs,

drapal™Tes yud vd WG kavels oé dvBpwmopaldpaTta, kal 8é\w vd
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elpar kowvoBouleuTikés molTikdsg; (3) Tl elpwvelal (4) Kal 8év
LTop® vd WAow yrd Oha Td WoliTetakd {nThpata elte émeldn Sév
Td Eépw €lTe émeldn) 8év |’ évBLadépouv dpkeTd yiud vd T4 pdbw,
evh 1’ évBladépouv dAa. (5) Kal Spws €xw kdmowo molTikd puakd
kal Téxyn 1 émmdeldtnTa moATKY oThY wpdén. (6)"Onws kal d&v
elval, kal 4v éEakolovbriow vd wmolTevwpar dxdéun, 6d T6 kdpw
mpoowpivd. (7) TNatl vd dvmouxd kal vd Tapdlwpai; (8) ©d &Non
pud pépa mov 6d T’ ddrjow kal avTé, dpa T6 Eeokolow. (9) Kal 64
Exw mhouTioer Tls yvidoes pov yud Td wpdpara Tob kdopoun. (10)
M’ aimy ™ okédm molxace.

(. APATOYMHZ: ZTAMATHMA, 57-8)

This example of QM is initiated by the narratorial introduction "y1d Tév €avté
Tou &\eye" (as far as his own abilities were concerned, he said) and the narratorial
explanation "M’ avm T okédn mMovxaoce" (with this thought he calmed down),
which appears at the end of the monologue. Graphologically the monologue is
separated from authorial narration by quotation marks. In this particular example the
character's monologue is introduced by a semi-colon. This QM, unlike ex. (1), does
not aim to depict the character's emotional state but rather to present the character's
assessment of his own abilities and his suitability for the post of Mi’. The monologue
appears in the first person and in the present tense. Long Ss 2 and 4, which occur at
the beginning of the QM, are indicative of the character's logical reasoning. The use of
the question mark at the end of S2, which is more of an exclamatory than of an
interrogative nature, and the appearance of the verbless exclamatory phrase "T¢(
eipwvela” (how ironic) immediately after it are suggestive of the character's negative
assessment of his abilities. This impression is further reinforced by the repetition of
the negative conjunction "oUTe" (neither) in Sj. S4, which begins with the co-
ordinating conjunction "kal" (and) includes the character's justification for the lack of

qualities he has just mentioned. However, after having listed the negative aspects of



226

his personality the character discovers some positive characteristics as the appearance
of the conjunction "Spws" (yet) in S5 denotes. Ss 6 to 9 express the character's
decision to stop worrying about his political abilities, i.e. "ytatl vd dvnoux® katl
vd Tapdlwpar;" (why should I worry and get upset?) because this job is temporary
and he will not have to do it for ever.

Both of the above quoted monologues occur in authorial narration and the way in
which they are presented creates the impression of oratorial speech rather than of
thought rendering. Despite the authors' attempt to differentiate them from narration
with the inclusion of exclamatory and interrogative sentences and in general of
structures characteristic of the spoken language, these monologues still remain well-

planned and logically connected.

3) [.] (D7A! fy mpoBatival (2)7A! T6 pikpdy dpvdxu (3) TL Tpudepdy, Ti
AeukSpalhov mou fTo, kal wéoov yhukd éRéale! (4) T Apbes,
Braxomolla! (5) TL 8éhels dmd épé (Eeye kab’ éauvtév év éEdpoet 6
Tdvos 6 AnpouAns); (6) dUye, Phaxomovda. (7) MY pé kold{ns
xwpls vd pé ocuvpmovfis! (8) M7 pé évoxAiis, xwpls vd pé yvwpilers!
(9) Tids vd katampaive THv davtaciav pov, ofuepov, Méya
Zdppatov; (10) TIds vd Umdyw vd petaldfw, ™y vikTta, els v
* AvdoTaoty, Bi\axonof))\a; (11) AN &y 8ud ‘rofﬁo AN0a els T6
ywplov, ddod éEoporoynbny, xbés, 8ud vd pvj mpodPw vd kdpw
A «kpipaTte» €ws vd dElwdd vd petaldfw, alpiov. (12) Kai Topa
s vd petaldBw, Praxomoiial

(A. TIATIAAIAMANTHZ: H BAAXOTIOYAA, 540)

This monologue also arises in authorial narration. It appears after a narrative
description of one of the character's movements which in turn provokes the other
character's quoted monologue. For this reason there is no narratorial introduction.

However, a narratorial explanation enclosed in parentheses such as "¢\eye ka6’
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éauTér év éEdpoer 6 TIdvos O Anpoiins" (Panos Dimoulis said to himself in
exaltation) appears after the first lines of the monologue (Ss). What differentiates this
monologue from narration is the former's interrogative and exclamatory manner
because, unlike the previously analysed monologues, it is not enclosed within
quotation marks. The employment of this style aims to express the character's effort to
avoid temptation because of his intention to take communion on Easter Saturday.
Reference to the thinking self is in the first person and the tense mainly used is the
present. The majority of the sentences in this monologue are short. There are also
some verbless exclamatory sentences (e.g. Ss 1 and 2), which are preceded by
interjections such as " Al ) mpoPatival’Al T8 pikpby dpvdxu" (Oh! the ewe! Oh!
the little lamb!) and some imperative sentences (Ss 6 to 8) both positive (Sg) and
negative (Ss 7 and 8). In general, this monologue tries to depict the character's
verbalized thoughts through the use of the syntax and the intonation of the spoken
language. However, Katharevousa forms are also present in this monologue as for
example the use of the Katharevousa verb form "ﬁ'ro" instead of the demotic form
"ATave", of the Katharevousa preposition "els" instead of the demotic preposition
"g14", of the v-suffix attached to adjectives, nouns and verbs, i.e. "pikpév" (little),
"davTactav" (imagination), "é¢€oporoyrifnyv" (I confessed) etc. On the other hand,
there is a tint of colloquialism in the use of words such as " mpoBativa" in Sy, the
more colloquial of the t\;vo terms (i.e. mpofaTtiva and dpvds) that' the narrator uses,
and "BAaxomovAa" (shepherdess) instead of "xwptatomoUAa" that the narrator prefers
to use in reference to the shepherd girl (e.g. Ss 4, 6, 10, 12), by the diminutive ending
-axL in "dpvdx" (lamb), which is also preceded by the adjective "pikpdv" (little) in
S,, although the ending -axt denotes smallness and hence it is colloquial, and by the
repetition of interrogative pronouns and adverbs such as "7{" (what) in Ss 4 and 5 and
"mds" (how) in Ss 9 and 10 for the introduction of the character's rhetorical questions.
Nevertheless, all the above mentioned colloquial indices are not sufficient to make this
QM sound more natural because the presence of Katharevousa forms in this

monologue creates artificiality.
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(1) «OdpBer... 8év pmopel mwapd vdpber... €lvar ¥ Gpa Tou...» €lme
pé 16 vou Tou. (2) «Kal mod vd Bpebolv TWpa T XpHpaTA... TéoaQ
xpfhnatal.» [.]

L.] 3) «Xiha mevtakbola dpdyka ofipepa» dvaoctévale «(4) kal mod
eV’ Ta;.. (5) wob €V’ Ta;.. (6) Kal vdrav alrd povdyal... (7) Md
8¢v elvar oTe Tpels PSopddes dxéun mol dvavéwoa T6 Ao T
xaptl, kal vd wd\t ofpepa €va dM\o... (8) kal o’ €va phva K
d\ol... 9) Kal mod vd TdPpw, mol; kal ofpepa kal Tétes yd vd
TAepow;... (10) "Ax, éxaldotnkal.. (11) TIder wAudl..» (12) Kal
Myovtas éTol éompelwve pé 16 SdyxTudo ypappés kal koldres oTé
avouxTé T6 BuBXlo. [..]

[.] (13) Tév &\\o prva éEékapa Td dypudpata.. (14) &va MPds
ONdkepo... (15) Tdkapa dvTalkayq Tdxa.. (16)"Efyala 76 pdri pov,
vid vd kdpw Tdxa xdpn, vd edepyemiow, Ewbeld pas! (17) Tév
kovpmdpo, molvar dvBpwmos Tol omiTol malaidbe, kal pod
Soukevel kL O (8los Tooa xpdévia, kal <y’ adTd, kakovs mdvTa

xpérovs vdxe! Tév dyamdwl.. (18) K’

énfipa étoL oé xpfpa Td
péaTa... (19) Tpéxa ylpeve mds TV ToTelouw TH kadooluvm povu
8hoL avTol ol movnpoxwpidTes kal & mapmévmpos & koupmdposl...
(20) T{ moTelow, T 8¢v moTevoww 8év jé uéXeL!... (21) TéTes
ToukdxloTo é8itépBwoa mWaAL kdmoles Soukeiés... (22) Tés Eumdiwod...
(23) *Apn Tdpa;... (24) 'ESH oé 0élwl... (25) Kal 7L vd wd o4
yuovaika pov, T} ouépa Mapla;.. (26) O, i abTy elvai
SuoTuxLopévnl.. (27) ©d Méev O kbopos: €xel E€vav dvtpa T600
dowTol... (28)° A’ 6w amé T6 xopd woAd Tpayoldia ylvovTau (29)
K’ ol Buyatépes pou;... (30)"Q ol kaxopolpes! (31) K’ ol yiol povs;...
(32) Tlowbs E&éper abTol Ths 8d Td katadbépoww pla pépa... (33) Md

os ki avTol... (34) s kL avrol...».

(K. @EOTOKHZ: Ol ZKAABOI =TA AEIMA TOY3, 31-3)
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This monologue also appears in an authorial narrative. Because of its
comparative length due to the interposition of narratorial descriptions when these
thoughts are passing through the character's mind we will confine the analysis to
extracts only. These extracts, however, when they are compared with the previously
analysed monologues, are characterized by a number of new devices that the author
employs for the depiction of the character's verbalized thoughts. The monologue is
placed within quotation marks and is introduced by the phrase "elme pé T6 vob
+ou" (he said with his mind) in Sj. It depicts the character's thoughts and emotions as
he is on the brink of bankruptcy. The main characteristic of this QM is the use of
suspension marks, immediately after each of the character's thoughts, which are
presented in the form of short sentences both complete and incomplete. In addition to
suspension marks, the character's thoughts are followed by either the exclamation or
the question mark. This typographic presentation, so unlike narration, is the first
indication that the reader is being given access to the character's inner thoughts.
Another marker is the use of interjections such as " Ax", "ot¢" (Oh) in Ss 10 and 26,
and curses such as "kakoUs wdvTa xpévous vdxel" (many bad years to him) in
S17, which are interposed between sentences and are peculiar to the character's
idiolect. Repetition of phrases such as "wob €’ Ta;" (where are they?)in Ss 4 and 5
or of words such as "tdxa" (supposedly) in Ss 15 and 16, use of colloquial
expressions such as "¢Byaka T6 pdTe pouv" (I took out my cye); "Tpéxa yUpeve"
(who knows), "é86 oé 6élw" (here I want you)in Ss 16, 19, and 24, of folk
proverbs such as "¢Ew amd T6 Xopd TOMd TpayolUSia ylvovtau" (outside the
dance too many songs are sung!, it is always easy for outsiders to criticize!) in Spg, of
unfinished sentences such as "®s ki aiTol" (even they too) in Ss 33 and 34 and of
words which belong to the character’s idiolect such as "dpni" (but) in Sp3, "mAd" (lit.

21t

any more), instead of "md", in S11 sustain the impression of the continuity of the
character's thoughts as they flit through his mind. This effect is intensified by the

evaluative adjectives that the character employs to refer to people he dislikes, i.e.
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"rrormpoxwpLdTes" (cunning peasants), "6 wapmévnpos 6 kovumdpos" (that fox of
the best man) in S19 or to his family, i.e. "ol kaxopolpes" (the poor girls) in S3q.

To sum up, in this monologue, rendering of the character's verbalized thoughts
is achieved by the use of short or even incomplete sentences and phrases, of
typographic markers, of colloquial lexical items and expressions, which are
characteristic of the spoken language, and by the employment of the first person and

mainly of the present tense.

5) ()" Avoilke T6 8ikd s mpdypappa, mapatTnuévo Tavw oTd Yyévatd
™. (2) AudBace pnyamkd T olvtopn Bioypadia. (3) Bérdykavyk
*Apedalos Mdétoapt... énakay ddwva Td xelhia ™s: (4) MéToapr...
(5) 1756-1791... (6) TpravTamévrte Xpoviv... (7) dppwoTos ki adTds...
(8) Tlod mdeL 6 vols pov;.. (9) 8év «katalaBaivw... (10) &év
katalaBaive md Tév €avtd pou... (1) TiL dveipevopar;.. (12)
"Exkeloe md 1 {wd pov...

(K. TIOAITHZ: TEPMA, 88)

In this example QM is not introduced audibly but is triggered naturally by the
depiction of the character reading her concert programme. The name of Mozart and the
dates of his birth and death make her realize that when Mozart died he was as young as
the man she is in love with, a violinist who suffers from tuberculosis. The narratorial
phrase "erakav ddwva Td xelhia Ts" (she mouthed) in S3, which describes an
action that many people may unconsciously do when they are deep in thought, and the
colon immediately after it prepare the ground for the appearance of QM. The
characteristics, which at a cursory look set this monologue apart from narration, are
the use of the first person, of the present tense and of brief phrases, some of them
verbless, which are all separated by suspension marks in an attempt to represent the
process of inner thinking. Other indices which further reinforce the impression of QM

include the appearance of the conjunction "k." (too) in verbless S7, i.e. "dppwoTos K
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adTés" (he too sick) to indicate that Mozart was not the only one who was sick.
Although we are not told who the other sick person is, we can guess that she is
referring to the violinist who is as old as Mozart was when he died. She presumes that
Mozart died so young because he, like the violinist, was sick. Interrogative short Sg
denotes the character's surprise at the associations that her mind has made, i.e. "mo0
mder 6 vods pov;" (where does my mind go?). The repetition of the phrase "8év
kaTalaPaivw" (I don't understand) in Ss 9 and 10 expresses the character's emotional
confusion. This is better illustrated by the next interrogative sentence, i.e. Sq1. The
monologue finishes with the pessimistic thought that she is too old to make dreams.
Although this QM appears in the context of authorial narration, the reader has
access to the character's verbalized inner thoughts in a very natural way through the
omission of the quotation marks and of explicit narratorial introductions and
explanations that usually separate quoted monologues from narration in earlier novels.

The next example arises in a modern novel that uses figural narration.

6) «Aév kaTakapalvwb> ovphiafa. «Noév kamitol.. Tév dvtiypLoTd ocov,
pida pov pwpéikabs
«MTANGPTAGPTAD-PTAd-UTAdD>  dpveTar kal oTd yalikd 1
Xatoewoour. [..)]

a) [..] (1) prtd{bvuaL ot maykdkt odv TpUTLO Tono{)uL, K’ édbdoov
eyw éxw meplbdpia 8év T6 katalaBaivw yiati mviyoupar, (2)
Mavaywd pou 8d okdow kal 6d wavnyupiler 6 kataxavds & ZTdpos
6 8udBoxos, mviyoupau (3) kal T{ ’var ToUTH 1) okoupLacpévy
praviépa dvdmoSa; (4)7A, 1 Nétp Ntdp! Kipe T@v Avvdpewv 1
Nétp Nrtdp! (5) k' €yd mds Ppébnka amd 76 Tpokavtepd ot N6Tp
Ntdy; (6) 276 TpokavTepd Saokeddlape pé T XatoewooiT Oappd,
8év elpar kal olyoupos, o1éd Tpokavteps 6d Siaocke8dlape kal
owends XAOpeTpa TaparaTdw xildpeTpa yL abTé mviyoupar, kai

8év émpeme €yl pid TéTia kaTdxpnom moSapddpopo éyd péoa
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oTiv Uypacia XihdpeTpa, TéTia kouToupdda éywl &, épiknl kal vd
mov Tuwpa mviyoupat... (7) 1 kapdid upov elvar d8Yvatn elval
evovykivnTn, kal TpaBdw Té6 mamiydy Eekoupmwrw TS koldpo pov,
datoakévia 8dxTula pol adlyyouve TS AaplyyL 6d okdow
mviyoupat, Kiopie "ENénoovt Kiupie 'EXénoov! xopommdder 7 kapSid
pou EexopPaldbnke... €ékatév elkool8lo odvEers Kiople TdV
Awdpewv! Kipie iNdobnmi Tds dvoplas pouv... TldTep Hudv 6 év
Tois Olpavois... (8) kal 8d okdow Tdpa 84 mdvw oTé Taykdkl
eUTUX®S TOuAdXLoTO ToU $opaw owPpako, kal odlyyw pé dméyvwon
76 dukaxTd pov TS pevtaywér otéd oTfifos pou Kipie 'EXénoov! (9)
04 Tdfw Epdpaypa 8 wdbw épPolry kal dmominfia lows, évvora covu

» ’ ’

K’ &y ol PBAémels 8év Eeyehépar, 6d mdbw klppwon TobU fimartos
fi wods TS Eéper méoov karpd ol oryoTpuder Td owbikd 6
kapkivos, K’ &yd mol PMmels 8év elpar UmoxévTplos €y elpal
dppwoTos dvBpwtos €va capdfalo elpar K’ éyd) 8év Eeyelépar pé
mapnydpies (10) étor Td Myave kal 0T pdva ol kopudés vevpikd
Td Myave kal T) pmoukdvave xdma xdma xdma TéV kaké Tous
76 JAdpo Toapratdvor MANOULA IS KOMATODIS
KATASTASIS kepawdéds 76 Tnleypddnpa Tod Ztélov kavévas
8év T6 ImonTevéTave Tos elval €ToLpoBdvaTn Kail ood Ayave ol
kopudpés veuptkd OSpws vd Tmov €yd kpatdw wpwli Tpwi
dyovpokummpévos 16 Treypddnua kal Tpépw, ki 8,11 TOU elxaje
¢ykataoTabel o1é Tlaplor yud vd omouddoer Mev {wypadiky 1
KopuTpa K éyw mol PAémels ThAs elxa voikidoel SLapepLopaTdkl
koukKAL Tiis Bpwias o7 Rue des Martyrs éva koukAl vd Tpuyvpvdel
TouTold pépa vixTa 1 émdeiflas 1) bearplval [...]

[..] (1) k¥’ éye mob PBAémers unTe 6d EavaBdlw omipTo 616 oTépa
pou moté! ToTé! ToTE! 6 Kkdopos vd xaldoel. pATe 6d Eavafdiw

Tovydpo oTé oTépa pou ToTél moTél dmé alpio dpxllw éEdmavTos
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TepaTdn Slarta pévo €va pfro 64 Tpww md kal pépa mapd pépa
8d Tpuw €va piido éydd mol PAémels €xw TepaTwdn 6éAnom, Eépels
Ti mewopatdpiko dypropoldhapo mov elpar éyw; (12) kal & 6’ ddrow
¢ye) vd mavyupiler 6 kataxavds 6 ZTdpos 8d méow oTd 4ySbvTa
kN oTd €BBounvta G600 eltave 6 Tétpos. [...]

[..] (13) Kal kabepépa 7 kdépmpa kabepépa ILimivo oé oixddnka
vkplvia kal kavyddes o] ¢whd o716 xdoTpo pov. (14) Zkdoe
peXeTdw dydmn pou Tpémelr vd Umofdiw T SimlwpaTiky épyacia
pov okdoe adpio dpxi{w mTuxiakd kal pod xperdletar 16 wTUYKlO
yud \éyovs okompdtnTas OploTe marépa mhpa kal Té mwrUXlo MOV
ey, (15) - Thimlvo pnte wou Aoyapidlers Sudhouv Tév écwTepikd
pouv kéopo kai évollyolrs oé ouxdfnka eloar eldwlordTpns Mimivo
eloal peyalopavris eloar doPepds xapaxTipas dmalolos K’ €y
aMLTIKO 0é yvdpoa kal o’ dydunoa kal wapapéinoa yid xdpn
cov Ty Umotpodia pov yd vd pelvw kovTd cou eloar TANXTLKSS
Mmivo eloar éva yopdpt... (16)"A, pmd! GoTe e€lpar xal wAnXTLkdés
¢ydd Ths Mo kal primws SnAadh éyd mov PBAémelrs Sév Exw
mpocwmké™TA; & prd! (17) Md €yl mod BAémels elpar & SudBoyos
omiv 'Efovola kupd pou kal yiatl &nhadh vd pod 16 Selfer épéva
i Nitoa 6T ‘TMiTTeL pali pov, &... (18) ndwm§ N kanpévn 1
Nitoa 8 pob 76 XTUmTnoe kaTdpouTpa émws 1) kéumpa Bxi, €lval
yAuktd koméha ExeL dpxovTid €xeL elyewkd alo®pata kal vd 8eis
pé méon kaloolvn pé BéxTnke o TTouTydpdn, Spws p’ éodake
Sixws vd T6 6éXev M kanuévn 1M koméla p’ Eodafe &toL ol pod
T68elEe OTL WAATTEL, Bnhadh TWs éyw ol BAémers & makds NS
dvtpas mo¥ yid péva papalwoe k éxuoe padpo Sdkpu mws Eye
elpar TANXTIkéS TANXTikSs - (19) Bpé SudBole! TWipa T6 Buprienkal

ot ZTouTydpdn e€lTave Oxt otir Kohwvia kal &¢v eltave
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mpbmepoL Tov vd TdpeL Ty bpyn, meTdve Td xpbvia od pdv avdoa
vd pmopoloa vd T' d\voddeva [...]

(A. KOTZIAZ: O TENNAIOZ THAEMAXO?Z, 4024, 407)

This QM is found embedded in a third-person narrative and aims to depict the
character's intoxicated mind. It appears, however, to be part of a first-person narrative
because not only the character's monologue but also his verbal exchange with the other
characters in the bar, before he has been kicked out of it, are presented in the first-
person. The character begins monologizing after he has been thrown out of the bar and
verbalizes his own actions, thoughts, sense impressions and memories as he is
moving about. Because of the comparative length of this QM, we will only analyse the
most relevant extracts.

The main characteristic of this long QM is the complete absence of paragraphing
and the rare use of full stops in an attempt to produce the character's uninterrupted
flow of consciousness?. As far as the other punctuation marks are concerned (i.e.
exclamations, questions, suspension marks) they are used only sporadically.
However, when the exclamation mark is used, it is either for emphatic reasons, i.e. to
denote the character's surprise, or for creating the impression of spontaneous speech,
for example when it occurs after oaths or interjections. The mark of interrogation is
used to express the character's self-addressed questions, whereas 'suspension marks
are employed to indicate the continuity of the flow of consciousness. The reference to
the thinking self is in the first person. In addition, the character also refers to himself
by proper name. The tense used is mainly the present.

The first extract begins with the use of the simile "odv Tpimio Touhovp" (like
a punctured skin bag) which, along with the verb "owptdfovpar” (I drop), describes
the character's physical condition (S1). He is drunk and overweight and he feels he is

suffocating. However, he is unable to explain why he feels like that because although

2Raizis (1986: 425) has also referred to the stream of consciousness quality of the interior monologucs
in this particular novel. This quality is apparent in passages in which "memory and intense thinking
overwhelm the actual event”.
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he is overweight he is quite tall or at least much taller than an uncle of his who burst
because he was fat. The phrase "éyd éxw meptbdpra” (I have got the leeway) refers
to his uncle's death. In Sy the use of the oath "Tlavayid poul" (Virgin Mary!) and the
repetition of the verb "mviyovpar" (I am suffocating) reinforce the feeling of
discomfort and provoke the thought that his death will delight people who dislike him
such as "ZTdpos" (Stamos) to whom he refers by using the swear word "katayavds"
(idiot). In S3 a visual perception, which impinges on his consciousness, gives rise to
new associations. In his intoxicated mind Notre Dame looks like an overturned rusty
bath. This perception appears immediately after the verb "nviyovpat" (I am
suffocating), which in M.G. can also mean "I am drowning", and perhaps this is the
reason why Notre Dame seems to him like a bath. In S4, however, he immediately
realises his mistake as the interjection " A" and the exclamation mark at the end of the
phrase " A, 1 NoTp Ntdu!" (Oh, Notre Dame!) indicate. The occurrence of the oath
"Kopre T@v Auwvdpewv" (Good Lord) in the next exclamatory phrase is indicative of
the character's surprise at seeing in front of him Notre Dame. This feeling is further
reinforced by interrogative S5 which expresses the character's inability to understand
how he got from Trocadero, where he and a friend of his were enjoying themselves, to
Notre Dame. In Sg the use of the inner state verb "8app@" (I think) and of the phrase
"séy elpar kal olyoupos" (I am not that sure) are suggestive of the character's
inability to say with certainty with which of his friends he was cnjoying himself, In the
next sentences he attributes the feeling of suffocation to all these kilometres he had to
walk to get from Trocadero to Notre Dame. He even reprimands himself for doing
such a stupid thing as the repetition of the pronoun "éyw" (I) and the use of phrases
such as "TéTia kouToupd8a" (such a stupid thing), "d, éplkn!" (Oh, horrible!)
denote. Moreover, the use of the co-ordinating conjunction "kal" (and) in initial
position as in the phrases "kal vd o0 Tdpa mviyoupar" (and here I am now
suffocating) further reinforces the continuity of the character's flow of consciousness.

The co-ordinating conjunction "ka{" (and) no longer has the function of joining

sentences. It is rather employed for emphatic reasons. Sentences are placed one after
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the other and they are separated either by commas or by the interposition of oaths or
exclamations. Sometimes only a portion of a sentence is given, just enough to enable
the reader to complete it by himself (e.g. "uéoa oTiv Vypacla XiAépeTpa
[mepmdnoal”, "in the damp [I walked] kilometres"). The repetition of phrases such as
"0d oxdow" (I will burst), "mviyoupar” (I am suffocating), "dToaré a 8dxTula
pod odlyyovve T6 Aapdyyl" (iron fingers are clutching my neck) in S7,
emphasizes the feeling of discomfort. The galloping of his heart and the realization that
his heart beats have increased to a hundred and twenty-two make him resort to oaths
again (i.e. "Kopie *EMénoov”, "Kyrie Eleison"). He even asks for mercy by using a
phrase from the Bible, i.e. "Kpte idotnTi Tds dvoplas pov" (Lord have mercy
on me) and by reciting the first lines from a prayer "Tldtep Nudv 6 év Tols
Ovpavots" (Our Father who art in Heaven). The feeling of suffocation, however, is
so strong that he has the impression that he will burst where he is sitting (i.e. "Tdpa
84 mdvw oTéd maykdkl", "right now on the little bench"). Nevertheless, he considers
himself lucky because, unlike his uncle who burst, he is wearing his underpants (i.e.
Sg). The repetition of the oath "KipLe "EAénoov”, "Kyrie Eleison" and the description
of him holding tightly his sacred medallion are further indications of his despair and
anguish. In Sg the repetition of the future verb "9d md6w" (I will have) immediately
after the oath "Kvpte "EXénoov" refers to all the bad things that might happen to him,
in his condition. The phrase "¢y mov PAémers” (I you see), which is peculiar to the
spoken language and usually occurs in conversations, reproduces speech features. Its
use in this extract may be suggestive of an imagined dialogue that the character is
having with his inner self. The repetition of the verb "elpon” (I am) further stresses the
character's certainty about the seriousness of his condition (i.e. "éva ocapdfalo
elpal”, "I am a wreck”). It is not surprising that the character's present physical
condition gives rise to past memories of his mother's illness in S1. The character's
reference to the doctors who treated his mother either as "ol kopudés" (the top

doctors) or ironically as "ToaphaTdvol” (the quack doctors) expresses his mistrust in

their abilities. The repetition of the word "xdma" (pills), the use of the colloguial verb
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" moukdvave" (they were stuffing her) and of the swear expression "tév kaké Tous
Tév dbAdpo" (damn them) are indicative of the character's bitterness and anger at the
doctors' inefficiency. The words in the bold letters are the exact words of the telegram
he received in Paris, where he and his girlfriend had just settled and which informed
him about his mother's condition. The thoughts that follow are his memories of life in
Paris. The descriptive phrase "SiapeplopaTdit koukAi" (a small apartment beautiful)
refers to his flat in Paris. The repetition of the word "koukA(" along with the
diminutive ending -akt in the word "SLapepiopaTdkl” expresses his endearment for
the place he used to live in, and contrast with the vulgar and swear words he uses to
refer to his girlfriend. He never refers to her by name. Instead, he uses words with a
negative connotation such as "tfis Ppdpas” (the filthy cow), " émBelElas" (the
show-off), "1} Beatplva" (the actress). The exclamation mark, which appears
immediately after the word " 8eatplva" (the actress), further emphasizes the
character's dislike for his girlfriend.

In the second extract, which appears a few lines later (i.e. S11), the employment
of the colloquial expression "k’ éyw mod BAémers" (and I you see) and the repetition
of the negative adverbs "uvjTe" (not) and "woT€" (never), which stresses absolute
states and is further reinforced by the appearance of the exclamation mark after it,
express the character's determination to give up drinking and to go on a strict diet. In
the phrase "pite 6d EavaBdiw omlpTo 076 oTéHa pov” (1 will not put alcohol in
my mouth again) the word "ow(pTo" (spirit) is used as a synonym of the word
ngakoé\" (alcohol). Future forms such as "6d Tpww €va pAXo" (I will have an
apple), "0d méow oTd 6y86évTa kuhd" (I will go down to eighty kilos), colloquial
phrases such as "¢ye) wolb PAémels” (I you see), "Eépers” (do you know), which are
normally used in a communicative situation, descriptive phrases such as
"meLopaTdptko dypiopoviapo” (a stubborn wild mule), the repetition of the
hyperbolic adjective "TepaTwidns" in the phrases "tepatddn Slarta" (a very strict
diet), "tepatidn 6énon" (a tremendous will power), further reinforce his decision

to stop smoking and to lose weight. The adjective "tepatidns" is used twice to
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modify the words "8laiTa" (diet) and "0éAnon" (will power) respectively. Although
an adjective such as "avoTnpny" (strict) would be more suitable as a modifier of the
noun "8larTa", the use of the adjective "TepaTwidns" seems to be suggestive of the
character's exaggerations when he claims that he will have only an apple every other
day or that he will give up smoking completely, especially when a few lines later he is
described in the action of smoking. In Sy the initial position of the co-ordinating
conjunction "kal" (and), the appearance of more future verb forms, the character's
reference to his friend by the swear word "6 kaTayxavds" (the idiot) and the use of his
proper name for self-reference denote the character's determination to lose weight and
to disappoint his friend Stamos who would not think him capable of doing such a
thing.

In the third extract the character recalls the nagging and the quarrels he had with
his girlfriend when they lived together in Paris (S13). He refers to her by the swear
word "képmpa" (cobra). The repetition of the word "kdfe pépa" (every day)
emphasizes the fact that they were always quarrelling and snatches of their arguments
are given. Words of negative and positive meaning are placed together to express the
character's mixed feelings, i.e. "okdoe" (shut up), "dydwn pov" (darling). The
repetition of the word "mTuxlo" (degree) is indicative of the character's effort to live
up to his father's expectations, i.e. "oploTe maTépa whpa kal T6 mTuxlo poU
éydd" (here father I got my degree too). The dash that appears imniediatcly after this
sentence is employed to introduce his girlfﬁcnd's daily complaints (i.e. S15). She
refers to the character by the nickname "ITimlvos" (Pipinos) and expresses her
dissatisfaction by adjectives such as "el8wAohdTpns" (a pagan), "weyalopavis"
(conceited), "doPepds™ (horrible), "dmalolos” (nasty), "mAnxTLKSS" (boring) and by
the swear word "yopdp." (jackass). The repetition of the verb "eloaL" (you are) and
the paratactic use of sentences recall spoken language. Surprisingly enough what the
character considers as an insult is the fact that she finds him boring. His indignation is

"

indicated by the repetition of the filler "d, pwd!" (Oh, that's it then!), which is peculiar

to the spoken language, by the use of boastful expressions such as "¢yw mov
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Brémels €lpar O 8udBoxos oTiv 'Eoucia” (I you see I am the successor to the
power) and the repetition of the pronoun "éyw" (I), which in M.G. draws attention to
one's self and in most cases is considered as a sign of self-conceit (i.e. S17). The
- adjective "mAnxTLKOs" (boring) gives rise to other past memories too. The character
recalls that his ex-wife "N{Toa" (Nitsa) also found him boring when he went to visit
her in Stuttgart (i.e. S18). The filler "¢" and the suspension marks that immediately
follow it produce the impression of spontaneous speech. The way he refers to his ex-
wife contrasts with the way he refers to his girlfriend. He is all praise for his ex-wife
as the use of phrases such as "yAukid koméla" (a sweet girl), "éxer dpxovTid" (she
has got class), "éxeL elyevikd alobfpaTa" (she has got gentle feelings) indicates.
In addition, he refers to her by name, i.e. "Nitoa" (Nitsa). The repetition of the
adjective "mAnxTikds" (boring) and the verb "mAiTTeL" (she is bored) denote how
hurt the character is by the realisation that other people find him boring. In Syg the
swear expression "Bpé 8LdPoXe!" (hell!), which is introduced by a dash and the
expression "Tdpa TO fupribnkal” (I remembered now!), both followed by an
exclamation mark, interrupt the character's memory and indicate the confusion of his
intoxicated mind. A few lines above the character has already mentioned that he met
his wife in Stuttgart. Thus his self-correction regarding the place he met his ex-wife is
unnecessary and merely serves to reinforce the impression that the reader is having
first-hand access to the thoughts of an intoxicated mind. The character's reference to
the time when he met his ex-wife provokes the observation that time flies like a breath
(ie. "meTdve Td Xpdwia od pidv dvdoa"). This extract finishes with his wish that
he could stop time, i.e. "vd T akvoddeva.

In this monologue there are no narratorial reports of the character's movements
or of his physical condition. The character describes the way he feels, i.e.
"mviyovpar" (I am suffocating), and this feeling gives rise to thoughts and past
memories. Thoughts and memories are interwoven and despite the lack of paragraphs

and the rare use of full stops the reader can still recognize when the character is

thinking or recalling past experiences because of the sudden shifts in topic.
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Impressions are also rendered as they impinge on his consciousness. The character
refers to a number of people he knows without explaining who they are and this lack
of explanations reinforces the impression that the reader has access to the character's
inner thoughts. Repetitions of words or of whole phrases attempt to represent the
character's flow of consciousness. The same effect is created by the lack of
subordination. Sentences appear in a paratactic form. The occurrence of the co-
ordinating conjunction "kal" (and) in initial position further intensifies the continuity
of the flux of consciousness. Recollections of past conversations are presented in the
present tense and the characters' actual words are used. Past memories often appear in
the present tense because they are relived by the character. The language used is
undoubtedly the character's. The words he uses are characteristic of his idiolect.
Because he is under the influence of alcohol vulgar and swear words are also
employed in reference to persons he dislikes. Furthermore, the character resorts to
oaths and even prayers especially when he thinks that he is in danger. Reference to the
thinking self is in the first-person pronoun. The character also refers to himself by
name. In this particular monologue the character seems to favour expressions that

draw attention to himself such as "éy& mov PAémers” (I you see), "éyed elpan" (I

12 At

am). Moreover, the pronoun "éyw" (I) is frequently employed and this use in M.G.

can denote selfishness.

4.2.2. Evaluation of the technique of Quoted Monologue in third-

person narratives

The analysis of the passages of QM in the previous section has demonstrated the
use of the technique of QM in third-person context. One characteristic that all these
interior monologues share is that they are presented within a narrative context, either
authorial or figural. In authorial narratives the technique appears rather artificial
because it is restricted to the characters’ verbalized thoughts which are presented in a

rational and well-planned way. The characters' monologues are placed within
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quotation marks in order to be distinguished from narration. The characters' language
in these monologues, however, does not differ much from the narrator's, despite the
authors' attempt to create the illusion of a monologizing self through the use of
typographic means, i.c. suspension marks, exclamations, questions, which are
infrequently encountered in a narrative context, and of syntactical and lexical patterns
which are common in the spoken language (e.g. monologues 1, 2, 3). The sentences
in these monologues still remain long and well-structured. Monologues in authorial
narration are usually introduced by the narrator and narratorial explanations can also be
found at the end of the monologue. Sometimes there is no introduction but narratorial
explanations are interposed into the monologue to inform the reader that he is reading a
character's monologue (ex. 3). However, as we move to the later examples quoted in
authorial narration in our sequence3, the characters' monologues seem to be more
natural (ex. 4). Narratorial introductions are still present but they appear to be more
discreet. Narratorial reports are also used for the description of the characters'
impressions because monologues are still restricted to verbalized thoughts.
Nevertheless, these thoughts are represented in the characters' idiolect and thus the
characters' monologue is heavily intoned. Suspension marks, questions, exclamations
are all employed to intensify the impression of direct thought rendering. Sentences are
short and there is abundance of interjections, oaths, evaluative adjectives, proverbs
and generally of constructions that can create the impression of the spoken language
(ex. 4). Such monologues resemble reports of direct speech and thus they are enclosed
within quotation marks. Finally in the last example set within authorial narration in our
sequence quotation marks or audible narratorial introductions and explanations are no
longer used (ex. 5). Instead, descriptions of the characters' emotional state prepare the
ground for the appearance of this QM. Typographic markers are employed to depict
the continuity of the characters' thoughts. The character refers to things or persons he

knows without any explanations or introductions for the reader. The reference to the

thinking self is normally in the first person.

3 Although the monologues analysed in this chapter appear in chronological order, the examination of
the evolution of the technique of QM is not relevant to the scope of the thesis.
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As we move from authorial to figural narratives more changes take place (ex. 6).
The degree of the narrator's covertness increases and his language resembles the
character's. Self-reference is in the first person. In addition, the character's name is
employed. The main difference between authorial and figural quoted monologues is
that figural narratives aim at a depiction of the characters’ multidimensional flow of
consciousness. The novelists do not restrict their characters' monologues to thought
presentation but they also render sensory impressions and memories.

In figural narratives the novelists try to capture the present moment by rendering
the characters' flux of consciousness. In the mind past and present become one.
Memories of the distant past are recalled but during the time of their recollection they
become vivid as they are relived. This is the reason why memories are presented in the
present tense. Moreover in the mind there is no logical sequence, i.e. there is no
chronological time, but only psychological time (Bergson's term quoted in Kumar,
1962: 7). Since the inner flow of consciousness "represents the disorganization of
events out of time" the mind can move freely from present to past to present time (see
Raban, 1968: 47). In M.G. figural narratives novelists attempt to portray their
characters' consciousness in its flowing through time with all the secondary
impressions that impinge upon the present moment of experience through a number of
devices. They avoid the use of many typographic indices, which seem to abound in
authorial narration, maléing their characters’ monologues look as' inconspicuous as
possible. Thus at a cursory look these monologues do not differ from narration but,
unlike authorial monologues, they present the characters' mind as flowing through
time. This effect is achieved by the character's mind moving from present to past time
and to present time again. Sensory impressions trigger past memories which are
relived and for this reason they appear in the present tense. Sentences are short and
often incomplete. In addition, the use of anaphoric? reference, of definite articles,

pronouns and deictics produces the impression of a world already created to which

4 Anaphora is "the presupposition of something that has gone before, whether in the preceding
sentence or not" (see Halliday and Hasan, 1976: 14). In combination with cataphora, in which the
presupposed element follows, it constitutes an important aspect of the cohesion of text.
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backward reference can be made. This is the reason why such monologues frequently
begin in medias res and the character often refers to persons or things he knows
without any explanations. As a result the reader can hope to clarify many details only
by reading on. There is also lack of subordination because subordination presupposes
logical sequence and planning. Words which belong to the characters' idiolect,
especially oaths, swear words, vulgar terms intensify the impression of a faithful
reproduction of the characters' inner thoughts. The flow of thoughts is temporarily
interrupted by sensory impressions which impinge on their consciousness and
provoke new associations. The characters' repetition of words and phrases suggests
emphasis. Repetition of words and phrases for emphatic reasons is also employed by
writers of authorial narratives. The technique is favoured when the novelist wishes to
depict the characters' mind in moments when real people may resort to monologizing
in real life situations (i.e. under the influence of alcohol or in moments of extreme
agitation). In this respect monologues carry an element of truth and thus they give the
impression to the reader that he is watching a mind in self-address.

Next there will be a discussion of the effects of the technique of QM in third-

person narration.

4.2.3. Effects of Quoted Monologue in third-person narratives

Cohn (1978: 66) has drawn attention to the fact that irrespective of how far the
technique of QM has developed since its appearance, the monologizing self is not the
only dominant voice in a third-person narrative. It is more or less subordinated to the
narrating voice which encourages the reader's sympathetic or ironic response in
accordance with the perspective into which it has placed the thinking self. For
instance, the use of an adjective such as "dt\émovos ¢uvoeL" (hardworking) in ex. (1)
a few lines before the appearance of the character's QM, influences the way the reader
interprets the character's thoughts. In this case it elicits the reader's sympathy for the

character's plight. As Cohn notes, the effects produced are directly related to the
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context in which a character's monologue arises. In authorial narration, especially in
cases in which the QM is introduced explicitly by the use of graphological means, it
tends to increase the distance between the narrator and the character. The direct
presentation of a character's false reasoning, for instance, can create an ironic
detachment (ex. 4). Even when the context is less clearly ironic (ex. 2) the mere fact
that the narrator interrupts the flow of narration to quote a character's thought
processes creates discontinuity. Quoted monologues in authorial narration appear less
artificial when they are not accompanied by any narratorial introductions or explicit
graphological signs as they mesh more effectively with narration (ex. 5). In this sense
there is no disparity and a sympathetic effect is more likely to arise.

Monologues appear more effective in figural narration in which the narrator's
and the character's voices blend smoothly through the use of a number of devices. For
instance, there is omission or discreet use of inquit> signals and the character's
thoughts are expressed in a language which violates grammatical rules in an attempt to
present fleeting thoughts and impressions as they pass through his mind. The narrator
can even narrate in the present tense to decrease the distance between him and the
character although the use of the present tense can create, in certain cases, confusion as
one of the clues that normally differentiate narrative report from monologue has been
removed. Appearance of the character's monologue in the vicinity of a dialogue in
which the character is one of the participants can facilitate the transition to the
character's inner world (ex. 6). Nevertheless, no matter how direct interior
monologues appear to be they lose "in depth" what they gain "in immediacy" (Cohn,
1978: 98).

In the next section we will proceed with the analysis of autonomous interior
monologues, i.e. interior monologues which are presented outside a narrative context.

In contrast to quoted interior monologues which are mediated, autonomous

monologues are free of narratorial patronage.

5This is a term adopted by Cohn (1978: 161). It refers to reporting verbs and phrases of speaking or of
mental activity which are found interspersed in monologic passages.
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Autonomous Interior Monologues

7) a) (1)"Q”Avva Tod énuopévou olkou TOV. (2) Ydavtoupyol Tpamelltes

B)

v)

8)

kal pakfives Ths Kolwvlas. (3)"Hrav dMou kaipol. (4) TovTn 7
otpLpérn kwdoooloa 6d oé okdoet. (B) ©' dvrapwoels md ypiyopa
Tous mwpoydvous oov. (6) ZhTnEe T peydAn Xeyévn Ty
kouBdinoes. (7) ZimnEe (eatéd vepd This €depes Tpels kouBdSes
dvePokateBalvovtas T okdha fpwikd. (8) Aév umopel Brémels vd
kdvel pmdvio 1 ‘YYnAdTTd Tns ékel wov AoUfeTar kal pid
Pélevrak. (9) XTés Bpdxnke wdAL 6 pmké kavamés. (10) Nd Tév
Bydlape oTé Sddpopo elmes pé mokd TdkT. (11) AVT6 dyamnTi
pou 8€év elvar 8k pou Souderd. (12) Kal pé T4 pitn ood
Tpumoboe Td pdria. (13) Miud wpiykimoa whs vd. (14) 'Ecd mov
elxes wapapdves kal kapapiépes kal payelpioes kal olkovdpes kal
Aakédes xal apakddes kal Bupwpols kal kmmoupols mwhs walpvels
okouma kai odovyyapdmavo «kal. (15) Tpiykiwmioa. (16)
Mmovppmouiifpes. [...]

[..] (17) Ta&l dvolyouw elvar 8ud. (18) "Awa xoipdoar. (19) ©’
dpxloovww Td TAs kdTw am’ T okdha. (20) Kowpdoar. (21) Elva
Spopdn Ayo xaln. (22) Té I'kpdpmev 6 I'akd{ios AéévaBng. L..)

[..] (23)"Q"Avva Soo péver pé minpwpr elvar mepridavos molds
Eéper yatt kpiBetar. (24) Khdpata elvar 7 dyopdki T6 PacTdel
wévos lows pévo vd mewvdet. (25) Avtés md Bplokouvtar oTév
mdTo. (26) AlTés xalolve T datodda 0TS TpdTO Kkal poidlel pé
mwoTapld. (27)°Q dptkn. [.]

[...] (28) XTUmmoe 7 kaumdva Ths MnTpémokns. (29) Aéka xpévia kal
8¢ pmépeces vd ndbets morés Gpes. (30)‘H Bievvéla 6élel vd mdel.

(31) "EToL kdvouv oty dpxy kaTtémi BapvodvTai. (32) Tév
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edkdlvmro. (33) *Q wéoo dpyel vd Enpepdicer. (34) Kaloyidwvos
Kaloyidvvos amhayvicou Tiv”Avva mol Tmakevel pé Tév Umvo.

(2. TZIPKAZ: H AEZXH, 335, 40)

This monologue appears in a novel which alternates, from chapter to chapter,
between third-, first- and second-person narratives. The character's monologue
constitutes a chapter on its own. In other words it appears as an independent text, the
criterion for Cohn's "autonomous interior monologue”, and creates a different effect
from example (6), which is found embedded in third-person narration, because in
example (7) the "figural voice obliterates the authorial narrative voice throughout an
entire chapter" (Cohn, op. cit., 218). Furthermore, unlike example (6), in which the
character is monologizing while he is moving about, the character in this monologue is
immobile and thus she does not need to record her own bodily movements. She
verbalizes her random thoughts, memories and sense impressions while she is drifting
off to sleep. Her monologue, like Molly Bloom's monologue in the Penelope section
in Ulysses, "is directed to and by the world within" (Cohn, op. cit., 222). Or, as
Chatman (1978: 185-6) puts it, "the immersion in a mind can only be complete when
the character's physical situation is absolutely fixed and changes in the ambiance
unimportant”. Chatman (op. cit., 186) considers Molly Bloom's monologue as pure
because Molly is lying in bed, "immobile, in the dark, with only sleep, memories, and
speculations on her mind".

The first sentence, which is the opening sentence of the third chapter, begins
with the vocative """ Avwva" (Oh, Anna) that the character uses to refer to herself. It
ends abruptly after the definite article "r@v" without giving the name of the family the
character belongs to. This is the first indication that we have entered the character's
mind. In Sy there is an enumeration of the occupations of Anna's ancestors. S3
indicates that all these belong to the past. In S4 the subject of her thoughts changes
from the past to the present. Anna is thinking about a woman who is obviously getting

on her nerves. This woman, as the reader understands from the following sentences,



247

is one of Anna's present boarders. Here Anna uses the second person singular to refer
to herself while she reserves the third person for her boarder. Anna refers to her
boarder as ") oTpLpévn kwhoooloa" (shrew bitch), a vulgar phrase which expresses
Anna's suppressed anger for complying with her boarder's wishes politely, although
she resents it all the time. Her resentment is made clear in Sg in which she ironically
comments that the place where she herself washes, referring to herself by her
surname, i.e. Rosenthal, is not good for her boarder whom she calls "wptyk(moa"
(Her Highness), as her boarder claims to be a Princess. The bath makes Anna think of
the blue couch getting wet again in her boarder's room and she recollects the
conversation that took place between her and her boarder, i.e. Anna's tactful
suggestion of removing the couch to the corridor (S10) and her boarder's snobbish
answer (S11) that makes Anna have the incomplete6 thought "pd mpLykimoa wis
vd" (a princess how to) in S13. It should been pointed out, however, that the "tact"
and the supposed "snobbishness" are the character's subjective interpretations.
Thinking about princesses she remembers the good old days. Her past thought is
expressed in S14, which is characterized by the second’ person reference to herself, by
the emphatic use of the conjunction "kal" (and) to refer to all the persons in her service
and by its incomplete ending after the conjunction "kal" (and). The single word
"mpurykimoa” (Princess) that follows indicates Anna's disbelief in her boarder's royal
descent. This disbelief is made clear in her use of the nonsense word
"“Mmouvppmoufifpes"” (Nonsense) in S16, which often recurs in Anna's idiolect when
she regards something as nonsense.

The second extract from her monologue is characterized by short phrases, by
Anna's reference to herself by her first name, by the use of a phrase such as "td Tds"

(the such and such), a summarizing term to refer to trivial commonplace conversations

6As Prince (1982: 48) notes, short incomplete sentences, truncated syntax, neologisms, absence of
punctuation and generally speaking deviations from the normal grammatical patterns are often used in
interior monologues in an attempt to capture the inner flow of a character's consciousness,

7Cohn (1978: 90) observes, that the second person can also be used for self-reference in monologucs
because the "two persons coincide, each pronoun containing the other within itself"”. The
diffcrentiation, Cohn continues, between "you”, in reference to the person addressed, and "1, in
reference to the addressing person, no longer exists in interior monologues.
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in S19, and by the use of evaluative adjectives such as "\lyo xa{n" (a bit stupid) in
S21. In addition, the shift from one subject to another, i.e. "Elvar Spopdn Alyo
xalh. Té Tkpdpmev 6 T'add{ios Aolvafns” (She is beautiful a bit stupid. Graben
the Blue Danube), the placement of phrases one next to the other without any co-
ordination i.e. "elvar Spopdn Alyo xalh" (she is beautiful a bit stupid), are further
indications of a monologizing mind.

In the third extract, Anna uses the vocative to refer to herself whereas short
phrases are placed one after the other in one sentence without being joined by any co-
ordinating conjunctions. Thoughts flit from one subject to another, e.g. from the male
boarder in S23 to the crying of the child in S24. Anna attributes the crying of the child
to two different reasons, although the use of the adverb "lows" (maybe) indicates
Anna's uncertainty as to the causes of his crying. Anna's disgust at the first-floor
boarders is expressed in the phrase "'Q ¢plkn" (Oh, how horrible) in Sp7, which
bears a speech-like intonation despite the lack of an exclamatory mark. Anna's
monologue continues in the same pattern until it ends. In the last paragraph of the
monologue (i.e. the last extract) reference to herself is denoted by either the second
person or her first name. The bell ringing the hours in S2g reminds her of one of her
boarders, the Viennese woman. Then her mind suddenly shifts to eucalyptus in S33
and next to her wish for the sun to rise in S33. The monologue finishes with her wish
that Kaloyiannos, one of her boarders, will come back early so that she can go to sleep
(i.e. S34).

Anna's recollections, thoughts, and speculations take place while she is lying in
bed half awake, half asleep. In this monologue points of interrogation and exclamation
are absent. For example, exclamation marks are not used even in cases in which they
are normally used, that is in exclamatory sentences such as "2 ¢pikn" (Oh, how
horrible). The reader can identify this passage as a piece of monologue by the
truncated syntax, by the flow of associations, by sentences consisting of single words,
by the sudden introduction of new topics with which only the character can be familiar

and by the character's judgments, wonders and wishes. The character's reference to
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herself is either by her first name or the second person singular or the vocative. The
use of the vocative at the beginning has a puzzling effect because of the reader's
uncertainty as to the speaker's identity which, however, is made clear later in S18 by
the appearance of phrases such as ™ Avva koipdcar” (Anna you are asleep). The

tense mainly used is the present with the aorist reserved for past memories.

8) a) (1) TOZHN QPA, téomy dpa péoa o6 Swpdtio.
(2) Zé Myo 6d Bydrow T dwédaon.
(3) Td cavidia TAs wopTas dvolave 4md Tiv molukaipla. (4) <O
KdoTas pé 76 ocovyiaddkt mov éklede amé 76 Belo MfToo dvolye
kes Tls xapapadiés.»
(5) TL 64 mwolv; (6) Aév éxer TlmoTa T6 WSl pov.
(7) ‘H dpxovda pé 8dykwoe otTiy mwAdT. (8) Kakd, mokd kaxd
SveLpo.
(9) Tpels, 6 €vas elvar eldikds.
(10)°H Gpa, mbon @pa wépaoe; (11) TS podbL xTumdeL 076 SwpdTio
T00 TadLol.
(12) «T6 X6\ €lvar okoTewd ki dkotw Tl dwvés TOY yatpdv pall
pé Td pouykpntd Ths pnTépas. Mavayltoa pov, odoe T pntépa,
ds pfv mdPer TlmoTa, éva kepl, éva peydlo kepl..
(13) «Byfike 6 émoTdms kal elme wids oé Nyo 6d kKoANYjoouve Td
amoteléopaTa. "Av i’ dmopplpouve 8d mebdvw. TS pmouvkakdkl pé
Td kwiva dkoupmdel Tdvw oTé 8éppa pov, &xouve Supopdo pdL
xpdpa T4 koupeTdkia kal 84 Td kaTamd ypiyopa, 8d ’var dxépa
vhukd kai {eoTd péoa o) yAdooa ov.»
(14) Tdpa kdTL Aer - yvdpioa T4 $wvy Tod elSikoD. (15) ‘H
xapapadid etval pikph - v okiw;
(16) «My 1, 8év ékava TimoTta, papd.»

(17) - Aév koitdfowe 4m6 Tis TpUTES.
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(18) TIéoa «kpdoora éxer 7 kouvBéprta; (19) Elvar oofaph 1
katdoTaon, 8év elvai, elvat, Sév...

(20) Elvar moAd - mod vd Td petpiow Oia avtd; (21) Tdvrtws
oTapd™oa oT6 Sév.

(22) «OlL yAvolves mdvw dmé Té mapdbupo kpepdve Tovs dpLBols
Tous. T’ dpéow, 8év T dpéow, méoa mOANd Td dvbdkia, loape T6
Bpddu 6d petpd. XTtUmnoe T6 koudolw, dxdépa éva dvbdkl oTd
metaxTd. Tob dpéow. Mud dopd o’ avTd Télewwoa - 1L kL dv éxeL
éva owpd dkdpa yid pétpnua; Tol dpéow kal xTOTMOEe T6
kouSotvt.» [...]

[...] (23)” Avotéave.

(24) T{ Td ’xouwve Td pdtia kal Sév pé koitodv, kavévas dmd Tovs
Tpels 8év pé koltale, eval €va kepdht mb Ynrol 4md péva.

(25) - Aotmébv;

(26)
(27) - Ti éxeyr;

(28) -’Ekdvape &1 fiTo dvBpwtmivws Suwatév.

(29)‘H dpxov8a, 1 dpkoldal

(30) - MYy dvnouxelTe.

(31) Tlovder, &y movder ¥ Saykwpatid.

(32) «Ilavayld pov, o®oe T1| HAVOUAd...»

(33)"Eva Tb00, €va Téoo Kkepl.

(34) Ta pé kovdeTdkia...

(350 kiplos €lBikds elme...

(36) Tpéxer O L8pwdTas mdvw oTé pafuldp. Tou - whs vd TV
oTAPATNOW;

(37)° Avbpwmivws Suvatdv.
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(38)'0 i8pwtas TpweL ané T6 olupa Tov.
(39) -‘H BiliTa, kipie, Eéxaoa.
(T. TKPITZH-MIAAIEE: ANOPQITINQZ ATYNATON, 479)

This monologue appears in a short story, or to be more precise the whole story is
presented through the character's monologue, which renders a mother's anguish about
the life of her sick child. In this respect, like the previous monologue, it is an example
of what Cohn (1978: 256) calls "autonomous monologue", i.e. a first-person interior
monologue which is "presented as an independent text”. Autonomous monologues8
are free of all narratorial mediation.

In example (7), the character's thoughts were presented in a paratactic form. In
this example, however, each thought especially if it is a short one occupies one line. In
addition, memories and recollections are placed within quotation marks, thus making
their identification easier. Visual and auditory perceptions which impinge on the
character's consciousness provoke new associations. The character uses first person
verb forms and mainly the present tense but not once in the text is the character's name
employed for self-reference. Because of the length of this monologue only the most
relevant extracts will be analysed. The opening sentence is verbless. The repetition of
the phrase "réomy dpa” (such a long time) denotes the character's impatience and
anxiety as she is waiting outside the room for the doctors' diagnosié (S2). The flow of
her thoughts is interrupted by a visual perception (S3) that impinges on her
consciousness and which in turn provokes a past memory (S4). She remembers that
somebody called Kostas used to open all the cracks with the penknife he had stolen
from uncle Mitsos. Although we are not told what her relation to Kostas is, we can
guess by the use of the phrase "Oelos MfiToos" (uncle Mitsos) that Kostas is either
her brother or her cousin. As far as Kostas' age is concerned, we can assume that he
was really young when he opened all these cracks because children can often be

mischievous. In Ss there is a shift from past to present time and to the problem that is

8 According to McHale (1981: 189) Cohn's examination of the relationships between autonomous
monologues and other first-person forms "betrays her Hamburgerian Oricntation”.



252

occupying her mind. She is wondering what the doctor's diagnosis will be, i.e. "t 8d
molv;" (what will they say?), and at the same time she is trying to reassure herself that
there is nothing wrong with her child (Se). Then she remembers the dream she had. In
her dream she was bitten by a bear and she considers it as a bad omen, as the repetition
of the adjective "kaké" (bad) in Sg indicates. In this sentence the second time this
adjective is used it is intensified by the adverb "moAv" (very). In Sg the number
“Tpels" (three) denotes a return to the present moment. "Three" refers to the number
of the doctors, one of whom is a specialist. Then the auditory perception that impinges
on her consciousness, i.e. the chiming of the clock, gives rise to new associations. It
makes her wonder how long it has been since the doctors entered the child's room
(S10). The wait for the doctors' diagnosis gives rise to recollections of other times
when she had to wait anxiously for results (Ss 12 and 13). Past memories are enclosed
within quotation marks and they are relived in the present tense. In the first memory
she recalls hearing her mother's moans during her illness and the doctors' voices. The
oath "Tlavayitoa pov" (Virgin Mary), and the repetition of the word "kepl" (candle)
in the incomplete sentence "éva kepl, €va peydlo kepl" (a candle, a big candle),
present the character's invocations and offerings to the Virgin Mary while she was
waiting for the doctors' diagnosis. The second recollection is from her school days
when she waited for her exam results. She was even contemplating suicide by taking
an overdose of quinine pills if they failed her. The auditory perccpiion that impinges
on her consciousness, i.e. the specialist's voice saying something, indicates a shift to
the present moment (S14). She is so anxious to find out what the doctor is saying that
she is thinking of looking inside the room through the hole. But since the hole is too
small she is wondering if it would be better to bend down (S15). This provokes the
past memory of her mother's reaction when she used to look through holes. The
character's actual words are enclosed within quotation marks while her mother's report
of direct speech is introduced with a dash (Ss 16 and 17). The repetition of the
negative particle "uq" (Don't) suggests that the character was punished by her mother

when she was caught looking through key holes. In Sjg the visual perception of the
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tassels of a blanket denotes a shift to the present moment. In S19 she starts counting
the tassels to find out if her child's condition is serious. She does not finish counting
as the incomplete phrase and the suspension marks suggest, i.e. "8év..." (it isn't...),
because as she explains in Sy they are too many to count. She thinks, however, that it

2 "

is a good omen that she stopped counting at "8¢v" (it isn't). This game triggers a
memory of her school days, which is again enclosed within quotation marks (S22).
She used to count flower buds during the break to find out if boys liked her. In her
recollection she also stopped counting at the phrase "Tob dpéow"” (he likes me).

The second extract begins with a visual perception. The doctors are coming out
of the child's room but they avoid looking at her. She tries to think of a reasonable
explanation as the phrase "elval &va kepdh ™6 Ymdol amé péva” (they are a
head taller than me) in Sp4 indicates. The dash in the next sentence suggests a
transition to a different discourse type, i.e. to direct speech. Her first question about
her child's condition consists only of the word "\o.mév" (well). The suspension
marks that immediately follow, which are also preceded by a dash, suggest the
doctors' hesitation in answering her question. However the second time she asks them
about her child's condition she gets as an answer that they have done all that was
humanly possible (S2g). The character's anguish caused by the doctors' answer is
represented vividly by the repetition of the word "7 dpkoi8a." (the bear), which is the
first thought that crosses her mind when she hears the news (S29). The next sentence
"Mrv dvuonxelTe" (Don't worry) belongs to one of the doctors and is introduced by
a dash. In S31 she recalls the pain she felt in her dream when she was bitten by the
bear which is also indicative of the pain she is experiencing now. This recollection
provokes more past memories. Her prayers to the Virgin Mary to save her mother, to
whom she refers by the term of endearment "pavotia" (mummy) in S33, her promises
to the Virgin Mary to offer her a big candle if she saved her mother (S33), and past
thoughts of suicide as the reference to the phrase "td p6{ koudeTdkia" (the little
pink pills) indicate (S34). All these past memories remain incomplete as the use of the

suspension marks suggest. Only part of the sentence is given but the reader can
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complete the rest by himself because these recollections have already occurred in the
character's mind. S35 refers to the doctor's answer when she asked him about the
condition of her child. The suspension marks at the end of this sentence give at first
the impression of incompleteness. However, the sentence is not incomplete but it
continues after the interposition of a recollection of the near past, i.e. S35 "TpéxeL &
{8ptiTas wdvw oTé pafddpt Tou - mAs vd Tév oTapaTiow;" (the sweat is
running on his pillow - how can I stop it?). S3g also refers to a recollection of the near
past, i.e. the child's perspiration. S39, which is introduced by a dash, denotes a shift
back to the present moment, i.e. "='H Bl{iTa, wipre, Eéxaoa” (I forgot to pay you,
sir).

In contrast to example (7) in which the uninterrupted presentation of the
character's consciousness takes place as the character drifts into sleep?, in this example
the character is awake and resorts to monologizing in moments of extreme mental
stress. In this monologue the character's flow of consciousness is rendered by the
alternation of thoughts with perceptions and memories. The sentences are brief and
there is lack of subordination. The disjointed effect of the darting of thoughts is
indicated by unfinished sentences which the reader, however, can complete by
himself. Typographically the illusion of the continuity of the flux of consciousness is
achieved by the use of suspension marks, for incomplete sentences or speech
hesitations, of quotation marks for the introduction of past memoriés, of the question
mark for self-questioning, and of dashes for the introduction of direct speech or for
pauses. Exclamatory sentences are not used at all in this monologue. The flux of the
character's consciousness is also suggested by the character's reference to people and
things she knows without any further explanations or introductions. Since the whole
story is presented through the character's consciousness there are no traces of an overt
narrator and there is no way we can corﬁparc the narrator's language with the
character's. Nevertheless, the character's preference for certain constructions is

suggestive of her idiolect. The character favours diminutive endings such as -ax. and

9 "Sleep" along with "other states of suspended consciousness”, as Cohn (1978: 241) notes, "offer the
most natural boundaries for autonomous monologues”,
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-oula, i.e. "oouyiaddxi" (little penknife), "pmovkakdk" (little bottle), "kovdeTdria”
(little pills), "av@dkia" (buds), "wavovla" (mummy). Words are also repeated for
emphatic reasons. Finally, there is no use of vulgar or swear words because they
would seem out of place in this monologue in which the character is so worried about
her sick child that she often resorts to prayers to the Virgin Mary to save him.

Next there will be an examination of the technique of QM in first-person

narration.

4.4. Quoted Monologue in first-person narratives

The present section deals with the technique of QM in first-person narratives.
Autobiographical narrators often resort to self-quoted monologues (SQM), as Cohn
(1978: 15) calls them, to present their own past inner lives. Past states of mind are
recalled and reproduced in the present tense and in the first person that the narrating
and the experiencing self share. The monologues analysed are quoted either in
narratives dominated by the narrating self (examples 9, 10, 11) or in narratives
dominated by the experiencing self (examples 12, 13, 14, 15, 16). With the gradual
disappearance of the narrating self the narrative distance!? between narrating-I and
character-I decreases because "the -I- whose consciousness is being reproduced is not
consciously narrating at all" (see Lanser, 1981: 176). The self of a monologue is, in
effect, a focalizer or in Stanzel's terminology a reflector-character reflecting "in its
consciousness its own momentary situation including the reminiscences evoked by this
situation” (see Stanzel, 1984: 212).

The analysis of passages is followed by a summary of the main indices of SQM

in each of them.

10Romberg (1962: 99) observes that interi . " .
distance. g( ) interior monologues are characterized by Zero-point” narrative
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4.4.1. Analysis of Quoted Monologue in first-person narratives

9) (1) Tév &Bremov kal éokemTédunv. (2) 180y, éleyov: alTds pikpds,
doxnuos, domlos, vmakoveTalr dmé Tous dyplovs mepl avTéV
morepLoTds kal ToUs kuBepvd. (3) Aiatl; (4) AdTL é€xel volv «xal
yvwpller ypdppata. (5)°O vobs 8év mhdTTeTar, Td ypdupara Spws
pavBdvovtars 1y yvdols épxetar dné TOV Oedv, AN’ al yvdoeis
drmokt@vTaL. (6) TabTa éokemTéduny.

(A. N. BIKEAAZ: AOTYKHZ AAPAZ, 1256)

In the above quoted example the occurrence of a verb of thinking such as
"eokenTéunv" (I was thinking) prepares the reader for a shift into the character's
inner mind. In long S», which is broken up into two parts through the use of a semi-
colon, the appearance of the particle "l800" (here) and of the verb "é\eyov" (I said),
which in effect means "I said to myself", recalls the language of the monologues in
authorial narratives. The demonstrative pronoun "aiTés" (he), occurring immediately
after the semi-colon, and modified by three paratactic adjectives, in conjunction with
the present tense forms "UmakoveTar" (he is obeyed) and "xvBeprd” (he is in
command), reproduce the monologist's favourable impression of the army
commander. S3, which ‘consists of the interrogative adverb "SLaTi" (why) is the
character's self-posed question which is answered in S4. S5, which is divided into two
parts by the use of a semi-colon, renders in the present tense the younger self's
thoughts about the benefits of literacy. In the last sentence the employment of the
imperfect verb form "éoxemTédumny” (I was thinking) denotes the end of the character's
SQM.

In this example inquit phrases of the pattern of "¢okemTépuny" (I was thinking),
"g\eyov" (I said) appear at the beginning and at the end of the monologue in an
attempt to fence it off from narration and thus make clear to the reader that this passage

reproduces the younger self's thoughts. In first-person retrospective narratives there is
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always the possibility that the reader might mistake the experiencing self's past
thoughts for the narrating self's present thoughts because of the use of the same
person and tense form in both (i.e. the first person and the present tense). In addition,
the experiencing self's monologue often has an essayistic tone as, for instance, the
present SQM, which despite the paratactic use of the adjectives in Sy and the
appearance of the fragmentary question in S3, which aim to present the character's past
thoughts in a more natural way, remains artificial and recalls the rhetorical speeches

encountered in third-person narratives.

10) (1) ZweoTd\ny, kaTépny méAw kdTw els ™y pllav ToL Bpdxov ki
¢meplpeva. «(2) AdTy 8év € dpydom, éleya péoa pour Tdpa 6d
koupTon, 6d vTubf) xkal 6d ovyn... (3) ©d Tpaphén admy T6
povordTt TS, K €yw TOv kpnuvd poul..». Ku évebupribny Téte TéV
Swany, (..

(A. TIATTAAIAMANTHZ: ONEIPO ZTO KYMA, 421)

In the example quoted above the character's SQM is differentiated from the
narrative context by being enclosed within quotation marks. In addition, the
appearance of a phrase such as "é\eya péoa pov" (I said to myself) in the
monologue itself disperses any doubt about the monologic nature of the passage. In
this extract the future tense rather than the present is employed to render more naturally
the experiencing self's wishful thinking. Furthermore, the use of the suspension
marks and of the point of exclamation reinforces the impression of a monologizing
self. The fact that the quotation of the character's past thoughts is kept short gives a
tone of credibility to the passage. Long quotations of past inner states, as Cohn (1978:
162) notes, run the risk of appearing "as a kind of mnemonic overkill" since the
narrating self can reproduce past thoughts "only by simulation of a perfect memory".
Nevertheless, the use of the quotation marks and of the inquit phrase "¢éeya péoa

pov" (I said to myself) produces an unrealistic effect.
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11) [..] (1) Snkwbnka, THya oTiv pracid, oTddnka. «(2) Aév vrpémeoat,
dripe Ae€bve, xu 6Tav T6 pdber 6 dSepdds Ppaykiokos, wAs 6d
BacTdEels T6 oTevaypd Tovu; (3) Melve 018 KkakiBi, kaké kal T6
Eepé Popl, kakd kal 16 kplor ol dou dvBpwmol éxow T6 Sikalwpa
vd xoptalvouww kal vd (eotalvovvtal, éov &xu (4)'Eocd éxels d\a
Sikardpata, wOND w6 peydia. (5) - Tloud; - (6) Kal pwtds; (7) Mé
™ (wf oov vd Belfers Tiv 686 Ths cwtnmplas. (8) - Ku dv mebdvw;
- (9)’ Axdépa ka\UTepa: pé T6 6dvatéd couv 6d Belfers v 686 Tiis
owTnplas. (10) Ntibnkes 76 dyyehkd oxfipa, 16 pdoo, 8¢v eloa
md dvbputos, 8év eloar dxdpa dyyelos' oTékeoar oTh péom: By,
8¢ oTékeoal, Tpoxwpds olLyd oivyd pé TV kdbe oov kol wpdEm
katd Tév dyyedo. (11) - Elpar dképa dvlpwmos, 8do kal ylvoupa
mé dvBpwtos: doe pe pud dopd, pLd dopd povdxa, ki VoTepa
yivoupar dyyelos, dyyelos dinbuwds, T dpkllouvpall - (12) Kdpe
8L Bés* \elTepos €loal, TpdPa AelTepa yid Tiv Kéhaon: &y oé
adrjrw: koA kaTaPdésiobs

(N. KAZANTZAKHZ: O ¢TQXOYAHZ TOY GEOQY, 2956)

The foregoing example is separated from the narrative context by being enclosed
within quotation marks. Ttis in fact a dialogue that the character carﬁes on with himself
and it is indicative of the experiencing self's inner debate and emotional stress. The
character, who is a monk, seems unable to resist the temptation of a meal offered to
him while he is fasting. His questions and pleading are included in dashes and thus
they are differentiated from his inner voice. In this SQM sentences are broken up into
smaller components through the use of the semi-colon in order to produce in a direct
way the character's arguments and counter-arguments. Exclamation marks are used for
emphatic reasons. Moreover, negative verb forms and particles such as "Aév
vrpémecal" (Aren't you ashamed), "éot dxu" (not you!), "8¢v eloar" (you are

not), "dxt, &€ oTékeoal" (no, you aren't midway) and the descriptive phrase "dTipe
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Aedbve" (dishonourable Leone) are employed by the character's inner voice in an
attempt to dissuade him from breaking his fast. In spite of the use of the above
mentioned devices the character's thoughts are still presented in a logical, ordered way
which partly destroys the effect of immediacy.

The main characteristic of the passages we have analysed up to now is that the
reminiscing narrating self very often overshadows the experiencing self. In the
examples that follow (12 to 16) the narrating self withdraws!! more and more
allowing the experiencing self to dominate the scene. For that reason narratorial

introductions are often absent.

12) (1) dépvw T8 xépL 0Té péTwmo vd mhpw vd bupdpar. (2) Péprvw T6
xépL. o) kapdid vd pewdow Tév mévo. (3) Md & wévos elvar Badid,
elvar Bpoviacpévos oTé Aapd, kuvkhodopel otéd alpa, oTaldler
Smnmipto oTis dAéPes.

(4) &y, ds mhbw vd Bupdjaly.

(5) Méoo pé Eexoupdler T6 okoTd8L. (6) TL meplepyo! (7) “Otav
tmdpxer dQs Sév Béw vd Xw Td pdmia dvouxTd, évd oTd okoTeWwd
8év pmop®d vd Td kpaTiow odaklopéva.

®) «[watl 8¢év €lxe Khelduoel; yiati;.. yratlp

©9)"As owrdow md vd P pé Tév €autd pov. (10)’ Awé pLkpy T6
xa owhfero. (11) Khetdwvdpowa o7é Swpdtd pov, k' Emarla kal
{oloa OASKANpeES OKMVES.

(12) -"Ela vd malfoupe 8éatpo, Tob éleya.

(13) «Mid kleropévn wépTal (14)°Amdé Tdipa 6d Tpépw pmpooTd oé
kdfe khetopévm woépTa. (15) Tdav Ty dvolfeis... xal T( 8év pmopel

vd yupnEer mdvw oou...».

11Cohn (1968: 144) points out that in first-person narratives the temporal distance between narration
and narrated experience can be eliminated only "if the moment of narration coincides with the moment
of experience". This can be achieved by the use of the present tense as a continuous narrative tense.
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(16) TIaa dpxroes. (17) TV alté 8év Eexouvpdlecar moTé. (18) Aév

dofvers Td vedpa ocou vd Mpeprioouv. (19) “Houxla. (20) Aéén unv

mels. (21) STapdmoe ™ okédn oov. (22)*ETot...

(23) - TL véa;

(24) 'Eydd pinoa; (25)*Oxt, 1) 48epdr pov. (26) Karps elxe vd pé

pwTthoeL. (27)’Anmé T pépa mod mpwrdvapa TS das.

(28) - Td 18ia 8mws wdvra; EmépeLve.

(29) - Nal, 6mws wdvra, dmokplénka kal TullxTnka oTé odh pou.
(N. @EOAQPOTY: TTAAI ZKOTAAI, 264)

In this example the first three sentences belong to the narrating self and describe
her attempts to stop recalling painful events. The tense used is the present which refers
to the present moment of the narrator. In S4, which is enclosed within quotation
marks, there is a shift to the experiencing self as indicated by the appearance of the
conjunction "x" (Oh) and of the subjunctive form "ds wdyw" (let me stop). In
M.G. the subjunctive marker "ds" in its hortative meaning expresses a wish or a desire
and in this particular case it refers to the experiencing self's wish that she would stop
remembering events that cause her pain and anguish. The sentences that follow (Ss 5
to 7) indicate a switch to different thoughts. Her mind is now preoccupied with the
way darkness and light éffect her. The use of the exclamation mérk in elliptical Sg
suggests her surprise at finding out how calm she feels in the dark. The quotation
marks in Sg denote a shift to past thoughts that crop up in her present thoughts. In this
sentence the repetition of the conjunction "ytat(" (why), which is further emphasized
by the appearance of the question mark after it, indicates the character's anguish when
she recalls how she entered her lover's office only to find him with another woman.
The suspension marks that are interposed between the two why's reinforce the
impression of inner thought presentation. The occurrence of the subjunctive marker
"&s", in the sentence immediately following, expresses the character's wish to stop

talking to herself. Ss 10 and 11, which appear in a past-time verb form, refer to the
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habit of talking to herself that goes back to the time when she was a child. Sy, which
is introduced with a dash, gives a direct quotation of the words she used to say to
herself when she played out whole scenes. The quotation marks that follow serve to
introduce a past thought probably triggered by the use of the verb "kAeL8wvépovva” (1
locked myself). Elliptical exclamatory S13 refers to the unpleasant experience she had
when she opened the door and found her lover with another woman in his office. Ss
14 and 15, however, render her present thoughts in connection with closed doors. S14
expresses her fear that from now on she will always be afraid of closed doors. This
impression is intensified by the use of the suspension marks after the phrase "Zdv Ty
dvolEers" (if you open it) in Sy, to indicate mental pause, and also at the end of the
sentence. In brief sentences 16 to 22 there is a shift from the first person to the second
person for self-reference. In these sentences the character is reprimanding herself, i.e.
Ss 16, 19, 20, by carrying on a dialogue with herself and this is the reason why the
use of the second person seems to be more appropriate. The fragmentary word "é ToL"
(like that) and the suspension marks that appear at the end of this word suggest that her
order to herself to stop thinking, i.e. "ZTapdtnoe ™ okédrn oov", has been carried
out. Sp3 is direct speech and is introduced by a dash. It occurs immediately after the
character has ordered herself to stop thinking and it provokes the character's self-
quoted answer (S25) to her question (S24), whereas Ss 26 and 27 include the
character's observation that her sister had not asked her how she was since the day she
turned on the light. Ss 28 and 29, which are DS, put an end to the character's
* thinking.

In the present example the illusion of a monologizing mind is created by the
alternation of present with past thoughts and by the dialogue that the character carries
on with herself. In addition, the use of typographic markers such as suspension
marks, quotation marks to include mostly past thoughts, dashes for direct quotations,

the appearance of exclamatory and interrogative sentences and of ellipsis sustain the

effect of a mind talking to itself about its personal problems.
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13) [...] Xwploape.

(1) Txotewds kal Houxos 6 é&pnpos 8Bpbpos. (2)"Avtnxel pés ot
vixTa BApa T6 BApa Smws kapddvw T8 mhakéoTpwTo pé
abvtomemoldnom. (3) TL k. dv o™iy Toémm pov koudouvlfoww pévo
kdTL TdMhpa Saveikd; (4) T( kv dv xdokow T6 mamouToLa HOU
koupéha; (5)"H dv abplo pmopel vd Enpepwdd xwpls Souvkeid; (6) Ku
dkdpa ToU Tpels Téooepls Kpes TWpa oTS TapablpL pas
EepooTaldlel €vas UVoTepikés oatpdmms; (7) Aé pé voudler TimoTe
gndipel... (8)*Qx, elpar péhs elkooé€n xpdévwt (9) Ku éktés movl, ds
mobpe, elpar Ayo kovtollns - dvemalobnra - katd T' d\a elpar
Téco oupmadnTikds, Téoo evxdploTos, Ws TS onpelo vd Telg
mepimou etpar véoTipos... (10)°O 86hos & xovtpés papalwver pé
kelva T4 omupld - pmhdoTpl Tol okemdfouww Tls payolles. (11) Kal
vd ’tav povaxd.. pavpn Tou polpal (12) T({ vd 76 kdvels T4
oovoovpt 8ixws T6 éppo, T6 dtlpunTo wviowdl.. (13) Kiv dx, Tl
payevtikry vuxTid... (14) 76 TpayoiSi... (15) dvdhadpa meTdw - (16)
mboo dxéun 0é\w vd yykw Td émoupduia;

(A. KOTZIAZ: O EQZ40OPOZ, 147)

The first two sentences which present the character's sense impressions are the
first indication of a shift into the experiencing self. Verbless S| renders a visual
impression. The adjectives that describe how quiet and silent the street is are joined by
the co-ordinating conjunction "kat" (and). The second sentence appears in the present
tense and reproduces an auditory perception, the sound of the character's footsteps on
the pavement. The switch to the self-quoted monologue is indicated by the questions
that follow (Ss 3 to 6), the first two of which are introduced with the interrogative
phrase "r{ ki dv" (and so what if). All four interrogative sentences are indicative of
the character's carefree attitude despite all the personal and political problems: that is he

is almost broke, his shoes are worn out, he might lose his job and the political
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situation is really bad. Exclamatory S7, with the suspension marks at the end of it,
further emphasizes his carefree attitude. This sentence expresses his determination not
to let anything worry him because as he explains in the immediately following
exclamatory sentence, which begins with the interjection "™ Qx" (Oh), he is only
twenty-six years old. The use of the conjunction "péAis" (only) further stresses the
fact that he is too young to worfy about anything. Sg consists of the character's
evaluation of his faults and virtues. In this sentence the appearance of the co-ordinating
conjunction "k." (and) in initial position, the use of the colloquial phrase "ds molpe"
(let's say), of the intensifier "1é00" (s0) in front of the adjectives which refer to his
virtues for emphatic reasons, the employment of the adjective "\l'yo" (a little) and of
the parenthetical adverb "dvemalofnTa" (imperceptibly) to minimize the impression
created by the word "kovTouAns” (on the short side), even though the diminutive
ending -oUAns in this word denotes endearment, recall spoken language. This
impression is reinforced by the positive evaluation of his qualities expressed in the
phrase "vd. Tels meplmov elpar véoTLpos" (you could say that I am attractive) and
by the suspension marks at the end of the sentence, which are more of an exclamatory
nature. In S1g he compares himself with a friend for whom he feels sorry as the use of
the adjective "86ALos™ (poor) indicates. In addition to this adjective, the character's
pity is also denoted by the use of the word "xovuTpds" (fatty) to refer to his friend. The
sentence that appears after the dash is the simile that the character uses to describe how
bad his friend's acne is, although the conjunction "odv" (like), which in M.G
introduces a comparison, has been omitted. Syj, which is introduced with the
conjunction "kal" (and) remains unfinished as the appearance of the suspension marks
denotes. The phrase "padpn Tou polpa" (his bad luck) that immediately follows and
the exclamation mark at the end suggest the character's pity for his friend. In the next
exclamatory sentence the character uses a proverb to explain why he pities his friend.
The suspension marks that appear after the exclamation mark denote a change in topic,
i.e. $13. In this sentence the initial position of the co-ordinating conjunction "k"

(and), the use of the interjection ""Qx" (Oh) and the appearance of the exclamation



264

mark at the end express the character's comment on the sense impression that impinges
on his consciousness. The suspension marks that follow are indicative of the way the
character's mind shifts from one topic to the other, i.e. fragmentary Sy4, brief S;5 and
the rhetorical question that finishes his monologue and is introduced by a dash.

In the monologue quoted above lack of any narratorial introductions and the fact
that the character's monologue is triggered naturally by the sense impressions that
impinge on his consciousness create the illusion of a mind involved in self-address.
The impression of a monologizing self is reinforced by the use of typographic indices
such as points of exclamation, suspension marks, dashes, by language charged with
expressive elements (i.e. interjections, initial position of co-ordinating conjunctions,
colloquialisms, intensifying adjectives, repetitions), by words and expressions
peculiar to the character's idiolect, by rapid shifts of topic and by the tint of irony that

underlines the character's self-evaluation.

14) (1) Tév dkovoa vd mepmatder aTé Sud8popo. (2) Aév dvoke THY
mépTa €U6Us. (3) Adovykpdomnka - 8év dkovya TlmoTa. (4) Tév
okédtnka umpooTd oTHy TépTa. (8) Td xépia Tou, WAS Od
umopodoe vd Td ’xei; (6)'Amépe mapafitav mapdEevos, kal 8¢ p’
elxe poabnpévny. (7) Ev6ls, od ddvnke 6 kipros Maxprs, f moé
pmpooTd. (8) M6 pmpootd, &xi. ©)'Yorepa ol 'yt'jptoe, Tdpa, €80
kal Ayo. (10) Alynv dpa. (11) Md €éduye, kal Tév ddnoe povaxé
Tou. (12) Elxa Bupwoe, 8év &xw T6 8dppos pé Tév kipio Makps.
(13)"0xt, kal mé pmwpooTd. (14)*ESeixve dviouxos oT’ d\ibera. (15)
b v épubpd; (16) 7 uf kal 8év elv’ épuBpd. (17)"Exw kokkwiles
¢80 kal kel. (18) Md 7l pmopel vd kdver 016 8udSpopo, Téomy dpa;
(19) Elme, 6d Byawve vd Tniedpwviioer s Kateplvas: d\ho ki adré.
(20)"Oxt, €lvar dvriouxos: mokb. (21) Zal{{opar elkola. (22) Mmop@d
vd onkwbd, dv 6élw, vd famddow oTé kpePdTi. (23) Tde n dénoe

katdxapa! (24) Elvar dviovxos: yid 8vopa Tob Oeod! né THiv
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¢pudpd; (25) Mobd kdvel kdémo kal vd 16 okedTd dxdpa, vd omkwbd.
(26) 'Amé THv éykupoovvm, Téon dSwvapla; (27) ylveTar; (28)
KolokvBia éykupootvn! (29) Mhvas Tupa, T6 oTopdxt pov &é
onkwver TimoTa. (30) Kovtd oté prva, mov dpxioav ol épetol. (31)
*Adwaptdl kal pdévo vd okedTd@ yid dal, dvakatdvouvpar. (32) TL
umopel vd kdvel, pmpooTd omiv wépTa; (33) Téomy dpa
(34) ZTmplxTnka oTé kpePdTi kal omkwdnka. (35) ‘Qs Tiv TépTa
elvar 8ud Prpata: Tpla. (36) Nd Tév dwvdlw; pé kaldpabe, vd pé
BonpdeL mavTod. (37) Kovtever pfvas Tdpa, 8év Tob payelpeitw.
(38) Kapid dopd payerpever 1) Kateplva. (39) T{ Tod ’pbe, vd Td
Baker pafl m™s! (40) T( pmopel vd kdvel, umpootd oty mépTa;

(N. KAZAATAHZ: H AIVA, 20-1)

In this extract!? the first four sentences, which appear in the past tense, by
reproducing the character's auditory impressions (Ss 1, 3) and thoughts (Ss 2, 4)
serve as signals for the transition into the character's inner mind in Ss. In this
interrogative sentence the character is wondering about the position of her husband's
hands. The mention of her husband's hands makes her mind shift to another thought
in S, i.e. her husband's strange behaviour that same evening ("dwéye wapafiTav
mapdEevos”, "tonight he was much stranger than usual"). Ss 7 to 10 are indicative of
her effort to remember when she first noticed her husband's unusual behaviour by the

LAy }

use of phrases such as "evfUs" (as soon as), "} M pmpooTd" (or even earlier),
"md wmpooTd, 6XL" (even earlier, no). In the latter the appearance of the negative
particle "6xL" (no) at the end of the phrase, instead of at the beginning, suggests the
character's uncertainty and at the same time recalls spoken language. In Sg the use of
the present time temporal deictic "T@pa” (now), which is enclosed between commas,

and of the temporal expression "¢8@ kal Ayo" (a few minutes ago) determines more

12The present extract arises in a novel whose structure recalls theatrical plays in that the story is
presented through the characters’ consciousness and by the dialogues they carry out with the other

characters rather than by a unified narrating voice. The character's name through whose mind the story
progresses is given at the beginning of each section.
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accurately the time when she first noticed her husband's strange behaviour. The
elliptical structure of S0 emphasizes the exact time when her husband started behaving
strangely. The appearance of the conjunction "ud" (but) in initial position in Sy; and
the use of the comma, instead of the full stop, to separate the two sentences in S17
suggest characteristics of speech. In elliptical S13 the occurrence of the negative word
"3x." (No) initially serves to contradict her previous assumption that her husband's
unusual behaviour started only a few minutes ago. In Sy4 the use of the adverbial "o7’
d\rifera” (really) at the end of the sentence recalls speech. The interrogative nature of
Ss 15 and 16, despite the omission of the question mark in S1¢, along with the use of
the co-ordinating conjunction "f{" (or), for the introduction of S, and of the present
tense, are indicative of the character's increasing suspicion that her illness is more
serious than German measles. In S17 the appearance of the expression "é83 kal keil"
(here and there) produces a speech-like effect. In the question that follows the
character's mind shifts to different thoughts. She is wondering what her husband
might be doing in the corridor for so long. In S19 the phrase "d\o k. adT6" (that's
strange) that appears after the semi-colon further intensifies her doubts and suspicions.
In Sp¢ her thoughts go back to her husband's behaviour. The use of the negative

"

particle "6x." (No) at the beginning of the sentence casts away any doubt about her
husband's behaviour. The character is now convinced that her husband is worried
about her condition and her impression is emphasized by the use of the adverb "mo 0"
(very) after the semi-colon. Ss 21 and 22 refer to the character's physical condition.
The exclamation mark in S73 serves to express the character's complaint. She did not
expect her husband to leave her all alone in her condition. In Sy4 her mind goes back
again to her husband's behaviour. The interrogative sentence that appears after the
semi-colon and is introduced with the oath "yid dvopa Tob Geol" (for God's sake),
emphasized by an exclamation mark, expresses her suspicion that she is suffering
from something more serious than German measles. Sas refers to her weakness. The

two interrogative sentences that follow (Ss 26 and 27) express her doubt that her

weakness is a result of her pregnancy. The use of the word "kolok08ia" (blasted) in
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elliptical Sog is indicative of the character's certainty that her pregnancy has nothing to
do with the weakness she is feeling. The repetition of the word "urjvas" (a month) in
the phrases "pijvas Twpa” (it's a month now) and "kovTd oTé prrva" (almost a
month) refers to the time when she started having all these problems with her stomach.
In S3 the appearance of the exclamation mark after the word "d8uwvapla" (weakness)
further emphasizes how weak she feels. The use of the co-ordinating conjunction
"xal" (and) after the exclamation mark and at the beginning of the sentence that
follows, produces a speech-like effect. The two interrogative sentences that follow
(i.e. Ss 32 and 33) indicate a return to previous thoughts. The character is wondering
what her husband might be doing in the corridor for such a long time. The next
sentence, which is in the past tense, describes the character's movements and
interrupts temporarily the character's flow of thoughts. The shift into the character's
mind is denoted by the use of the present tense in S35 and of the cardinal number three
after the semi-colon to denote her miscalculation. The interrogative phrase "vd Tév
dwvdEw" (shall I call him) expresses her hesitation about calling her husband to help
her. In the phrases after the question mark she explains why she needs her husband's
help. The use of the phrase "kovTeleL prjvas” (it's almost a month) in S37 refers to
the time when she stopped cooking for her husband. In S3g there is a reference to a
friend who sometimes comes and cooks for her husband. The mention of her friend
provokes exclamatory "S39 in which she seems puzzled at her husband's rude
behaviour to this helpful friend. In interrogative S4¢ she is wondering for one more
time what is keeping her husband in the corridor (cf. S32). Her monologue continues
in the same way until the end of the page.

In the present example the impression of a monologizing self is produced mainly
by the smooth blending of present with past thoughts, which appear in the present and
the past tense respectively, by the use of telegraphic sentences and in general of
language which includes all those emotive elements which are characteristic of DS (i.e.

lack of subordination, ellipsis, direct replies, recurring questions, appearance of the



268

points of exclamation and interrogation either after single words or at the end of the

sentences, and use of the semi-colon for mental pauses).

15) Ki éxofa wid ki éyd ylukd pid ¢opd! dmé Tév TéTO pov, T4
XproTobyevval ki ékel mod Td ’Tpwya OXo povdxm, pod ’pxeTar 1
{8¢a, - vd mpoodépw oty ‘Apalla, vd TAs 8Skw, vd phv Ths
Sdkw... v Ths Td 8ukw, pmopel vd THs davolve TimoTéwia, maAL vd
pfiy THs Sukw, yud péva 6d vau ékeewd kL dvooTa vd Td pokavicw
povdym, vd TAs 8uwkw, ds TAs 8wkw, vd Td poipdow pé kdmoiov
&o, vd xo pall Tou, pé kdmowov dA\o, vd xw pafl Tou, THv 18la
dpa, péoa oté otépa pouv TV 1da olola, - ki éxelva TéTE fiTave
Tehewwpéva md, ki éyw 8év T6 ’Eepa €lTe yratl Mya pol oTellave
A pot Td kAépave xal 8év Té ’Eepa, kL O wamd -’ AvTdivios kdbe
mpwl vd oTiver xopomndnxTé xopd ylpw oTiv dyia Tpdmela kal
vd Baprodvtar, dyoupokumvmpéves PAémels, oL TepLoodTeEpes vd
xaopouptolvtar, kL ékelvos vd ’xev pLd MyooT| daldkpa ékel kaTd
T6 koOTENo vd THY Umodidlecal, kal xépia dady! v’ dvactevdler %
Atpnila, dvtis vd yaopouptértal.

(M. AEIQTH: AYZKOAEZ NYXTEZ, 41)

In this monologue the narrating self recalls past happenings from her school life.
Narration and past thoughts merge together in this long uninterrupted passage in which
there are no full stops. There is only one full stop at the end of the extract. The
exclamation marks at the beginning of the passage are used to indicate the narrating
self's surprise when she once received some sweets from her family at Christmas
time, something that happened rarely. At the same time they function as full stops. The
shift from the past to the present tense in the expression "pob ’pxeTar 1) i8éa" (I get
an idea) and the dash that occurs immediately after it are the only indication that the

sentences that follow represent the experiencing self's inner workings. The self's
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dilemma whether or not to offer some of the sweets to a friend of hers and her self-
arguments are reproduced by the use of the subjunctive, i.e. "vd Tfis 8uwkw" (should I
give her), of the conditional, i.e. "dv Ths 8dkw" (if I give her) and by repetition, i.e.
"wd Ths 8wkw" (I should give her), "pé kdmolov d\ov" (with somebody else). The
dash that appears after the phrase "Tjv 18la olola" (the same taste) and the return to
the past tense in the sentence after the dash (i.e. "8év TS ’Eepa", "I didn't know
that", "oTellave", "they had sent me", "pod 7d kA\éPave", "they had stolen them
from me") denote a temporary shift to the narrating self. The employment of the
subjunctive again, the reference to her friends by name without any further
explanations, the use of the interjection "dadx!" (O,0,0h!), emphasized by an
exclamation mark, for the presentation of another past memory that concludes this
example, point more readily to the experiencing rather than to the narrating self.

In sum, the impression of a monologizing self is created by a dislocation of the
ordinary syntactical patterns. For instance, the use of subjunctive verb forms, which
are syntactically independent, i.e. not in subordinate clauses, and the loose structure of
the long and apparently unshaped sentences suggest the rapid succession of the self's
thoughts. Sometimes, however, it is difficult to differentiate between the narrating and
the experiencing self because the autobiographer's language is uncommonly
colloquial, i.e. it adopts a speech-based style, as in the case of the phrase
"dyoupofumynpéves BAémeLs” (they had waken up prematurely ybu see), which can
be interpreted as either the narrating self's present comment or the experiencing self's
explanation for the sleepiness of her friends.

We will conclude the analysis with the examination of a monologue which

renders the character's thoughts in moments of extreme mental stress.

16) [..] (1) «Tpdyere ¢povTa, xapiloww Suoppid kal vyela», 16 Tpaivo
étpexe, €Tpexe, TL 8udBodo T6 elxe midoer ki &Tpexe &toL, (2)
«Kahd mipe», elme vas, &E, Taxela elvaw, elme €vas, Av frav 1

méoTa...», KoAd Tape, OXL, 8év mdpe wkald, 8év Tape ka\d, «...
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86Tt T8 Teleolypadov ThHs ZoPLeTikfis ‘Evdoews 8id T4
Bepoilvov \jyer Tiv 27Ty Malov. Kal 8ud Tdv Adyov
toiTor BSudxuvtos elvar 6 ¢dBos Tol Tmolépou..», (3)
«TpdyeTe ¢podta, xapifovw Suopptd kai Vyela», fTav mouvxla,
moA\j nMovxta o716 Paydw, «Passiflorine, 2 koxAidpta ToU YAukoi
peonuppiav kal éomépas», xakd wape, Oxi, OxL, dév mape kakd, 6
méhepos, 6 wohepos, W mwelva, N welva, fouvxla oTé Baydw,
pourTés O karpds €Ew, kouddBpacn, Td mapdBupa kleloTd, S\a Td
mapdfupa khetoTd, SAa Td mWapdbupa kieroTd, [...)

(A. ZAMAPAKHZ: ZHMA KINAYNOY, 116)

Because of the comparative length of this monologue the analysis will be
confined to the most relevant extract. In this extract the recurrence of the sentence
"TodyeTe dpobra, Xaplloww bpopdid kal Uyela" (Eat fruit, it gives beauty and
health) is indicative of the rapid succession of the self's thoughts and of topic shifts. In
S the repetition of the verb "éTpexe" (it was going fast) and the use of the swear
expression "ti 8tdBoro” (what the hell) suggest the narrating self's inability to explain
why the train is going so fast. In S the dialogue between two of his fellow passengers
and more specifically their observation that the train is making good time, i.e. "kald
nape" (we are doing well, we are making good time), gives rise to new associations.
The repetition of the phrase "kald waue" by the character in the negative form and in
addition, the occurrence of the negative particle "6xL" (No) in front of it, denote the
experiencing self's difference of opinion. His disagreement is justified by the
sentences immediately following which refer to the possible out-break of war. They
are an extract from a newspaper article and for this reason they are enclosed within
quotation marks, they appear in bold and dots of ellipsis are used at the beginning and
at the end of them. In addition, the quotation is in Katharevousa, which contrasts with
the rest of the passage. The repetition of the sentence "Tpdyete dpodra, xapllovw

dpopdLd kal Uyela" (Eat fruit, it gives beauty and health) in S3 provokes new
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associations. The self's observation about the quietness in the carriage, which
contrasts with the abnormal political situation, triggers the recollection of his
psychoanalyst's prescription of sedatives, which appears in italics and is placed within
quotation marks. The recurrence of the phrase "kaAd mape" (we are doing well) elicits
once more the experiencing self's different opinion as the repetition of the negative

"

particle "6xL" (No), the appearance of the phrase "kald Twdajpe" in the negative form,
and the repetitive use of words such as "6 wéhepos" (the war), "1} welva" (the
famine) denote. At the same time there is a rendering of the external data that impinge
on his consciousness, i.e. the humid weather and the closed windows. The repetition
of the phrase "td mapdfupa kleioTd" (the windows closed) intensifies the
impression that the self is at a deadlock.

In the present monologue the effect of inchoate thought processes is achieved by
the paratactic structure of sentences, which are separated by commas, by the rare use
of full stops, by the rendering of external data that impinge on the self's consciousness
and in turn give rise to new associations, and by the recurring appearance of whole
sentences or phrases, eg. the repetition of the sentence "Tpuyyete dpodTa, xaplfovw
dpopdrd kal Uyela" (Eat fruit, it gives beauty and health) serves to denote rapid
shifts of topic. The tenses used are the present, the imperfect and the past. The present

renders the experiencing self's thoughts while the imperfect and the past are used as

narrative tenses.

4.5. Summary of the analysis of Quoted Monologue in first-person

narratives

The analysis of the passages of SQM in section 4.4.1. is indicative of the use of
the technique of QM in first-person narratives. The basic tenses in which the
monologues appear are the present and, generally speaking, the non-past tenses with
the past reserved for the presentation of past memories. Monologues arising in

narratives dominated by the narrating self often resemble rhetorical speeches in that,
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although they have the self-address of DT, they are similar in form to DS. In this sense
they recall the monologues encountered in authorial narratives. The characters'
thoughts are usually set off from narration by the use of quotation marks and by the
appearance of verbs or expressions of cogitation and reflection either or both at the
beginning and at the end of the monologue. Such verbs can also be found interspersed
in the monologue itself. In traditional first-person narratives (examples 9, 10, 11)
monologues either have an essayistic tone (ex. 9) or aim to depict the characters'
emotional tension and agitation (10, 11). In spite of the fact that the main characteristic
of monologues is the direct presentation of a character's self-addressed discourse the
relatively long sentences, the infrequent deviations from the normal syntactical
patterns, the moderate use of typographic markers for producing emotionality, create
the impression of well constructed and logically ordered thoughts and result in
artificiality.

In narratives in which the experiencing self overshadows the narrating self
monologues appear less artificial. They reproduce a character's flickering thoughts
either in moments of mental stress (i.e. examples 12, 14, 16) or in moments which are
relatively relaxed in tone in that they do not depict a character's emotional tension (ex.
13). Most monologues include reminiscences of past experiences. Nevertheless the
past tense in which those memories appear is dechronologized as "the temporal
sequence of past events yields to the temporal sequence of present remembrance" (see
Cohn, 1978: 182). Ellipsis, repetition, rapid succession of thoughts, topic shifts, use
of language that belongs to a character's idiolect and of typographic markers for
special emphasis, give the impression of a monologizing self and produce immediacy.

In the next section we will turn to an examination of the effects of the technique.

4.5.1. Effects of Quoted Monologue in first-person narratives

Self-quoted monologues depending on the context in which they appear, as is the
case with quoted monologues in third-person narratives, can create either ironic or

sympathetic effects. Examples of self-quoted monologue in narratives dominated by
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the narrating self fail to reproduce in a convincing way the illusion of a monologizing
self. The mere fact that the narrating self interrupts the flow of narration to give a
quotation of his past thoughts, which in most cases are explicitly introduced, creates a
distancing effect. In certain monologues an element of self-irony may emerge when,
for instance, the narrating self is commenting ironically on the younger self's immature
thinking (ex. 11 in which the experiencing self's inner debate carries an undertone of
irony). As the technique becomes more refined the narrating self withdraws gradually
in the background allowing the experiencing self to dominate. As a result, the narrative
distance between the narrating and the experiencing self decreases and monologues
integrate more readily with the surrounding narrative context. The experiencing self
assumes the role of a focalizer and his thoughts are reproduced as they came into his
mind with little attention paid to their logical organization. Hence this kind of
monologue often produces a sympathetic effect because the reader identifies more
easily with the character's mind. This, however, does not exclude the possibility of
jirony. Sometimes a tone of self-mockery can be traced in such monologues as in

example (13).
4.6. Conclusion

In this chapter we have examined the use of QM, i.e. an extended form of FDT,
in first and third-person narratives. The main characteristic of all monologues, whether
or not mediated, is the use of the first person and/or the second person and of the
present tense. We began the analysis with the examination of interior monologues
which are embedded either in authorial of figural narration. In authorial narration,
depiction of a character's inner mind is restricted to verbally articulated thou ghts which
often have the form of rhetorical speeches. Although incompleteness and in general
deviations from the normal syntactical patterns can also arise in such monologues, the
majority of them remain well-planned and logically structured. Consequently the

artificiality of those monologues often produces a distancing effect. However, the later
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examples (4, 5) quoted in authorial narration in our sequence are no longer confined to
a character's verbalized thoughts. They also reproduce thoughts which are half-formed
in a character's mind through the use of incomplete sentences and absence of
subordination. In this way they provide a closer approximation to the character's mind
and elicit more readily the reader's sympathetic response. As we move from authorial
to figural narration more changes take place. The monologues encountered in the
modern psychological novels of the twentieth century (i.e. example 6) that use figural
narration are not explicitly introduced by the narrator. Monologues quoted in figural
narratives aim to present the free flow of a character's mind through time. Unspoken
thoughts, perceptions and memories become fused in the character's mind and
monologues in figural narration frequently begin in medias res, i.e. they plunge the
reader in the middle of a situation without any introductory preliminaries. Presentation
of a character's flux of consciousness is achieved by the absence of co-ordinating or
subordinating markers, by the use of long and unpunctuated sentences, which are
indicative of the free associations that the character's mind makes, by anaphoric
reference, by repetition, by language peculiar to the character's idiolect, by self-
interruptions, by self-addressed questions etc. Since monologues quoted in figural
narratives presuppose the narrator's affinity with the character's mind they frequently
create a sympathetic effect. In addition to monologues which are set within a narrative
context, we examined interior monologues which are presented outside a narrative
context (examples 7, 8). Autonomous interior monologues, as they are called, are free
of all narratorial mediation. The single, uninterrupted, direct presentation of a
character's thoughts, sense impressions and memories is created by the use of
incomplete sentences, of anaphoric reference, of fragmentary words, of repetition, of
language peculiar to the character's idiolect etc.

The technique of QM is also employed in first-person narratives. However,
quoted monologues in first-person narration, or self-quoted monologues as they are
called, are considerably less frequent than quoted monologues in third-person

narratives because there is always the risk of mistaking the narrating self's present
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thoughts for the experiencing self's past thoughts due to the use of the present tense
and of the first-person pronoun in both cases. In narratives dominated by the narrating
self self-quoted monologues are explicitly introduced by the narrating self who usually
overshadows the experiencing self. In such monologues an element of self-irony may
emerge when the wise narrating self comments ironically on the younger self's
immaturity and self-delusions. As monologues become more refined the narrating self
gradually withdraws allowing the experiencing self to dominate. Consequently there is
a decrease in the narrative distance between the narrating and the experiencing self
which more readily elicits the reader's sympathetic response.

Having examined the techniques of thought presentation in Chapter 3 and in the
present chapter, in the conclusion we will summarize the results of the analysis and we

will briefly refer to prospects for further investigation in this area.
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CONCLUSION

0.1. Introduction

In the present study we have attempted an analysis of speech and thought
presentation modes in selected first and third-person narratives. In the conclusion we
will summarize the results of the research and we will also make a few suggestions for

further investigation in this area.

0.2. Summary of the analysis

This thesis has examined the devices available to M.G. novelists in reproducing
a character's speech and thought. For ease of analysis and for functional reasons
speech and thought presentation techniques were examined separately. In terms of
decreasing narratorial intervention the following categories were distinguished: a) NR,
b) IT, ¢) FID, d) DD and ¢) FDD.

Examples from all five techniques were given but special attention was paid to
those techniques which are characterized by narratorial covertness, that is FID and QM
(i.e. a sustained form of FDT). The analysis of several passages belonging to either
category has indicated the use of the techniques in M.G. fiction. FID has been
employed for both speech and thought presentation. FIS does not arise as often as
FIT. The number of its occurrences, however, has increased in figural narratives in
which the technique appears more refined as it depends less on typographic markers
and more on idiosyncratic speech, colloquialisms, and dislocations of the normal
syntactical patterns, which recall spoken language. The technique is also sparsely used
in first-person retrospective narration because of the confusion that may result from the
fact that the narrator and the character are the same person. FID attains its full
development as a mode of thought representation in the twentieth century. Although in

authorial narratives it is sometimes restricted to one or two sentences, with the move
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from authorial to figural narration it becomes more elaborate and of greater
psychological complexity as novelists experiment with a number of devices to denote a
shift from narratorial report to a character's inner mind. It should be noted, however,
that in novels dominated by a focalizer character some overlap between the above
mentioned categories is likely to occur, due to the versatility of speech and thought
presentation. For example, there are instances of fictional writing which are not
clearcut and as a result, they cannot be assigned to a specific category. This by no
means renders the taxonomy of speech and thought modes as valueless. All five
speech and thought presentation techniques can accommodate a wide range of
examples, i.e. the category of FIT refers both to a reproduction of thought processes
and to a representation of a character's states of consciousness, and thus aid in the
indentification of indices that differentiate each technique from the others.

In the present study we have attempted an isolation of those indices (i.e.
contextual and linguistic) that can help the reader recognize a particular passage as FID
in both first and third-person narration. We have noted that novelists employ more or
less the same devices, i.e. subjunctive forms, interrogation, repetition, direct replies,
evaluative adjectives, colloquialisms, typographic markers, idiosyncratic speech etc.,
which usually sustain the impression of FID by appearing in clusters. Especially in the
case of verbalized thoughts the aspectual distinction between imperfective and
perfective aspect has been fully exploited by M.G. novelists. Sﬁbjunctivc clauses
introduced by "vd", which is the most commonly used subjunctive marker in M.G.,
often appear as independent and are employed as a natural means for rendering a
character's emotional state. The subjunctive being the mood of non-fact, of the
hypothetical or doubtful, of the desirable or obligatory, can convey subtle distinctions
of mood and consequently it can reproduce in an immediate way a character's fears,
desires, anxieties, self-reproach, self-debating and self-arguments.

In narratives dominated by a focalizer character novelists do not restrict
themselves to reproducing thought processes, which appear either as fully articulated

or half-formed in a character's mind. They aim to present different states of
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consciousness, i.e. a character's sense impressions or products of his imagination,
through a dislocation of syntactical patterns which suggests the loose structure of a
character's fleeting thoughts. With regard to sense impressions, visual and auditory
perceptions seem to appear more frequently in passages of FIT. As far as imaginary
states of consciousness are concerned, dreams and anticipations are more likely to be
presented in FID.

In sum, FID represents the first step by a novelist to produce directly a
character's innermost thoughts and thus introduce the reader to the deepest recesses of
the character's consciousness. In this sense FID constitutes the most immediate
precedent for the development of the most mimetic of all techniques, i.e. QM, whose
use in first and third-person narration was also examined in this thesis.

The main characteristic of QM is the use of the first person (and/or the second
person) and of the present tense. This, however, means that in the case of first-person
narration one of the cues (i.e. the first person and the present tense) that normally
differentiate between narrating and experiencing self has been removed and
consequently confusion may arise. Although different terms have been proposed for
this technique we preferred to refer to it as QM after Cohn since this term is inclusive
of both the quoted monologues, which appear in narratives dominated by the presence
of the narrator (i.e. silent soliloquies explicitly introduced by the narrator), and the
interior unmediated monologues which approximate to a character's stream of
consciousness in modern psychological novels. Intermediate forms occupy median
positions between them. With the move from authorial to figural narration monologues
no longer resemble rhetorical speeches which present in an artificial way a character's
self-address. They become more refined and they produce in a natural way a
monologizing self. For that reason narratorial introductions occur less frequently until
they disappear completely as in the case of interior unmediated monologues. The main
characteristic of the stream of consciousness monologues is that they begin in medias
res and they continue uninterrupted for many pages. In addition, the character refers to

persons and things familiar to him without any explanations and the reader can clarify
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many points only by the clues given in the text. The devices mostly favoured by M.G.
novelists in presenting a character's self-address are parataxis, sparse use of
typographic markers, incomplete and loose structured sentences.

In the present study we also studied the effects of speech and thought modes. It
is worth noting that the way a character's speech or thought is presented can influence
reading and produce either irony or sympathy. The effects of each of the techniques are
related to the narrator's attitude towards the characters, especially in novels which are
dominated by an omniscient narrator. Narratorial comments can elicit the reader's
sympathetic or ironic response to the character. It is likely, however, that the narrator
can suspend comment by simply reproducing the character's speech or thought. In
novels in which there is a reflector character there is more affinity with the character's
mind, especially in thought rendering. Nevertheless, a contradiction between a
character's words or thought and his deeds can often produce an ironic effect. Even in
first-person narratives, in which the narrating and the experiencing self are the same
person and in great affinity, the wise narrating self can ironically comment on the
younger self's immaturity and fallacies.

Having summarized the results of the analysis we will conclude this thesis with a

few notes on the opportunities for further research in this area.

0.3. Suggestions’ for further research

The present thesis has concentrated on the techniques that M.G. authors use to
present their characters' speech and thought. Focalization is directly associated with the
narrator and with the amount of information imparted to the reader. For instance, use
of techniques which are characterized by narratorial covertness (i.e. FID, QM) creates
the impression that the world of fiction is filtered through a character's consciousness.
Employment of indirect modes of representation (NR, IT), on the other hand, points to
the presence of an omniscient narrator through whose point of view the whole story is

communicated. Consequently the reader is denied access to the character's inner mind.



280

It is worth pointing out that narrators, that is the addressers of the narrative discourse,
are not the only participants of the narrative situation. There is always a recipient of the
narrative, i.e. the narratee, even implicitly addressed by the narrator. However, few
critics have attempted a thorough examination of the multiple roles and of the
importance of the narratee in narrative discourse. An in-depth study of the function of
the narratee seems to be a promising area of research and will undoubtedly contribute

to a fuller understanding of the narrative genre and of its evolution.
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2.2,

1)

2)

3)

4)

5)

6)

298
Speech Presentation
Translations

Direct and Indirect Speech (DS and IS)

My mouth was dry. I said to Loizos:
- Shall we stop for a while in Aegina, to have something to drink?
(1. TIPEBEAAKHZ: H KE®GAAH THZ MEAOYZAZ, 216)

" was waiting for you", said Marika, "I knew you would come."

(K. XATZOTIOTAOZ: $OINOTIQPO, 113)

- Master, he said, Count Nanetos died and.. they suspect he was murdered.
The police are investigating the case, and they want you as... a witness.

(A. PATKABHZ: O 2YMBOAAIOI'PA®OZ, 56-7)

- Miss Kalypso, how is it that you are alone? I say.
- You are alone, too, she answered.

- Yes, alone... I like wandering...

(A. N. BOYTYPAZ: OTAN XANETAI O HAIOZ, 58)

"Oh, did you believe that, Evgenia, did you believe it?"

"No, of course not!"

(A. KOTZIAZ: O EQX$OPOZ, 168)

What can happen to me the ignoramus..., my child, said the old woman in

reply in her Roumeliotiki accent, as if she had just come from Velouchi.

(Z. TIATTANTQONIOY: H OYZIA, 212)
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8)

9)

10)

2.3.

11)

12)

299
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- What is that you are saying, child?

- This is what I'm telling you, I'm telling you, unc... uncle-Stamos, we can
make the barrels flo... float ne... ne... near the boat.

Uncle-Stamos had already thought of that even before Stefanis, who had a
stammer, mentioned it.

(A. TTATTAAIAMANTHZ: Ol AIPEZ TOY ZAXOY, 430)

I begged him to go to the American College, to find priest Peter, the teacher,

and to tell him where his friend Marx is.

' MATKAHZ: O TIEPITTAANOYMENOZ, 228)

Sometimes that captain came close to him and he used to say to him that he
had the presentiment that he was going to be killed, that he wouldn't return
home again.

(3. EEPAOTAAZ: TO TIAIAI ME TO EYAINO AAOIO, 505)

He told him that now it is certain that his friend's leg will be shorter than his

other healthy leg.
(. MYPIBHAHZ: H AAZKAAA ME TA XPYZA MATIA, 39)

Narrative Report of Speech Acts (NRSA)

My mother insulted her, slandered her, hated her fiercely, whereas she never

opened her mouth to say anything against her.

(. KONAYAAKHZ: H TIPQTH ATATIH, 53)

The teacher, after she had made a short speech to the poor girls and advised

them not to be thieves etc., ordered them to empty all the water of the pitcher
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13)

14)
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into the small wash-tub that she had sent them to borrow from the

washerwoman in the neighbourhood.

(A. TIATIAAIAMANTHZ: H ©EOAIKIA THZ AAZKAAAZ, 348)

Free Direct Speech (FDS)

In the hotel, I find the hotel-owner hardly keeping his eyes open; you are the
last, take your key the third room on the second floor, have you got a
cigarette? I have got a cigarette, it's coffee that I don't have (I could do with a
cup of coffee). He looks at me sleepily, you people from Athens, if you don't
have coffee you can't sleep. I'll keep you company while you're making it, I

say to him.

(M. KOTMANTAPEAZ: TA KAHMENA, 406)

(1) And grandmother was taking him to the kitchen, and was saying to him,
bad boy, you too are so stubborn, you become like your mother as time goes
by, can't you say thank you, even if you don't mean it, since you know what
a difficult person he is, you are no longer a baby, I have explained this to you
a hundred times, do I always have to get upset? (2) now have two helpings of
rice with spinach, it will do you good, spinach has iron - damn your mother
who didn't have the brains to stay with her husband so that you too would
have a father like the other children and you wouldn't rely on the benevolence

of any cuckold...

(K. TAXTZHZ: ENA ZYT'XPONO TIPOION, 52-3)
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15)

16)

17)

18)
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Free Indirect Speech in third-person narratives

[...] I want to be near the sea. Old-age eccentricities...

(1) They protested. (2) What are these he's saying? (What is he saying?) (3)
Is he fishing for compliments? (4) And they said goodbye with invitations and
promises: (5) "Don't disappear”... (keep in touch) "No, no, I'll visit you
regularly..." etc.

(M. KAPATATZHZ: I'OYTKEPMAN A’, 402)

- Shouldn't you lie in bed, dear lady? said Elpida [...]
[...] (1) She tried to deny it. (2) Oh, no! it was nothing; it was a shiver, it will
go. (3) She wasn't that old to go to bed with the slightest illness! (4) But the

shiver was like a cold snake crawling on her body.

(A. KAPKABITZAZ: O APXAIOAOIOZ, 1301)

Yes, said Mrs. Eleni, it was a good idea [...]

[...] (1) But when they announced their plans to her husband, Mr. Nikitas
screamed his head off. (2) Didn't they think of the family dignity? (3)
Whoever heard of that, a respectable young lady working? (4) People would
think they were beggars, he wouldn't hear of it. (5) It would look like they
were asking for charity - did he deprive Sophie of anything? (6) He forbade it
once and for all. (7) And in such a snobbish society! he added.

(K. TIOAITHZ: TEPMA, 119)
- T'll go for sea-urchins (I'm going to collect sea-urchins), he says. Are you

coming with me, Mr. Xynelis? We'll swim too. I am not going to invite the

doctor because I feel sorry for his suit... (I don't want him to ruin his suit).
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(1) The teacher thanks him a lot but he hesitates. (2) In such hot weather! (3)
He'll feel dizzy without doubt. (4) He'll get a headache. (5) Besides, he never
gets into the water except... in the turkish bath (when he has a turkish bath).
(6) He has never swum (S. Past).

(Z. MYPIBHAHZ: H AAZKAAA ME TA XPYZA MATIA, 198)

Maria was upset. As if she hadn't expected that (S. Past).

- T'll stay.

- How will you stay? (How is it possible to stay?)

- With Katina,

- It's out of the question. Are we going to have the same old story again?

(1) The same things and even worse happened. (2) Maria won't return to
Greece. (3) No. (4) She knows that Yiannis can't stay here any longer, he has
business to attend to down there (back home). (§) But she is staying in
Biarritz, in the hotel. (6) Who will harm her?

- I do mind, said Yiannis vexed.

(8. TIETZAAHZ-AIOMHAHZ: MAPIA TIAPNH, 85)

(1) Margaro, defending herself, started to blame the widow and her daughter.
(2) Were these maybe better than her? (3) Or will (would) she tell us that she
married her daughter to a (that) shoe polisher, there, and three months later
she took her back again? (4) God knows, if she is (was) really married. (5)
Or that she maybe bought a wreathcase and she put the wreaths on show next
to the saints' pictures! (6) And what sort of parody of a marriage this is!...
etc.

(7) Zaphirena was furious with the stranger. (8) (How dare she) say bad
things about her daughter!... (9) She must wash her mouth out before saying

her name. (10) Who could hear that! (lit. you hear there) a woman of her
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kind, an experienced and cunning one, with a bad reputation saying bad
things, talking against her own girl fresh like a rose, not only that but she

looks like a rose too!...

(A. TIATTAAIAMANTHZ: Ol KOTYKAOITANTPEIEZ, 175)

(1) - Had you noticed anything suspicious during all these days?

(2) No. (3) He had noticed absolutely nothing. (4) No suspect, no stranger,
who (had) walked past it slowly. (5) No-one who (had) stopped to check the
shop-windows, the doors, their solidity. (6) He closed at half past one. (7)
He came back at a quarter to four. (8) So the break-in happened during these
two hours.

(9) - Are your employees trustworthy? (10) Did you lock up?

(11) Yes, the employees are trustworthy. (12) And the door, he (had) locked
it himself, as always.

(13) - Hadn't you put the metal shutters down?

(14) What for, it wa§ noon, in the most central and busiest street in Athens.
(15) - All right, he said, you may go.

(16) - Go, where... (first-person).

(. MATKAHZ: OI ZYNETAIPOI, 282-3)

(1) She didn't shout. (2) She stayed in his lap like that, stiff like marble, her
eyes in the boy's eyes. (3) Then she erupted into nervous chatter: (4) - Why,
she says, why? (5) How did he do it? (6) What does (did) he expect (of that)?
(7) Now he will go to jail - (8) does he know he will go to jail?...

He seized her round the middle.

(K. TIOAITHZ: EROICA, 193)
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(1) But Julia made her change her mind. (2) Did she have time to warn the
Greek with the hat that he was in danger? (3) No. (4) Well, would she let him
wander unaware of the danger? (S5) And since Nan lived in the enemy's
fortress, with the jailer's wife as her loyal ally wasn't it crazy to console
herself with the past? (6) She wasn't telling her to spend the holidays
together; she wouldn't enjoy herself in the company of an invalid and a bunch
of crazy old people. (7) But she could get her an invitation for New Year's
Eve from some friends of hers, people of high society, of both good taste and

tact. (8) Nan, politely, made her understand that this can't (couldn't) be done.

(2. TZIPKAZ: H NYXTEPIAA, 1656)

«(1) And didn't you know, Mrs. Aliki, that they moved (they had moved)?
(2) I'm surprised!». (3) He took one more rusk, carefully he spreads butter,
marmalade on it. (4) - Mrs. Aliki shouldn't think that he had forgotten her (S.
Past), it just happened that the Christmas before last while he was in Athens
convalescing... well, the truth is he avoided it. (5) Apart from the fact that his
wound had turned him into a sort of misanthrope, a hypochondriac... besides
with Christos imprisoned in Makronisos, if somebody saw Peter coming to
their house, the place is full of geniuses and traitors, it would be dangerous.
(6) And again of course he meant to... but he left Athens so suddenly then, he
didn't say goodbye to anybody, unexpectedly they cancelled his convalescent
leave and they sent him to Northern Greece, the borders, these things happen
in the army... (7) Peter lifted up his rusk and his head: (8) «Don't you see my

mother at all any more?»

(A. KOTZIAZ: O I'ENNAIOZ THAEMAXOZ, 38)
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2.8. Free Indirect Speech in first-person narratives

235)

26)

27)

(1) The girls put a shilling in her hand and she left.
(2) In Molivos? (3) In the mouse-trap! (4) Crazy, I say, this old woman must
have been. (5) Now that both the Turks and Christians had sworn (S. Past) to
do him in! (6) No. (7) He would rather die. (8) Vasilis is not a piece of old
meat to be thrown to the dogs which are waiting hungry outside the butcher's.
(9) They are to fetch him the large sword from the case. (10) He is to put his
leg down, to strike it with a blow, to cut it off, and to hell with the damned
thing.
(11) The pain was driving him crazy.

(2. MYPIBHAHZ: O BAZIAHZ O APBANITHZ, 102)

(1) She also agrees with me that she should tell me off more quietly: her
hoarse panting caresses my ear like a May breeze: (2) Liar!... Liar and
nasty!... (3) Just so that I should know, she's got her job. (4) She is
collapsing from standing too long? (5) Oh, let her fall - what's it got to do
with me? (6) She's got her salary, she is paid... she is independent.
Independent! (7) And she forbids it - (8) am I listening? (9) She doesn't allow
every illiterate "dress maker"... (10) - Yes, yes, you're right! I nod at her,

confused at the drift of her anguish.
(A. KOTZIAZ: O EQZ$OPOZ, 162-3)

(1) I told him about Lena, and that she was my girl. (2) Then, out of the blue,
how many years he had the taxi licence. (3) But it wasn't his own car, he was

paid according to how many kilometres he did. (4) About his hair, why did he
have it short? (5) That's the way he liked it.

(N. KAZAATAHZ: ATOZ, 131)
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2)

3.3.

3)
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Narrative report of a thought act (NRTA)

(1) I feared for him (for his safety). (2) I wanted to stop him from following
me. (3) But how? (4) Should I order him to go back? (5) On what pretext?
(6) I was trying to think of something and (but) I couldn't.

(A. BIKEAAZ: AIATI EMEINA AIKHIOPOZ, 123)

He thought things over and over again and when the first outburst of anger
was over, his plan of action was ready and could be described by these two
words, friendship and patience.

(A. EOTAAIQTHZ: O MANOAHZ O NTEAMIIENTEPHZ, 117)

Indirect Thought (IT)

Then I thought that never in my life would I decide to ask any of the old,
laconic and sulky seamen, who played Preference (Swedish whist) and
smoked long tobacco pipes day and night in old Tzaniakos' coffee-shop, to
lend me his boat to go on a long solitary whimsical voyage.

(A. TTATTAAIAMANTHZ: TA POAINA AKPOI'TAAIA, 14)
He thought that every night the past becomes a dream, an urn that contains

the godlike elixir, this primitive dewdrop of inspiration.

(. AEAIOZ: 2E ANAZHTHZH TOY E®HMEPOTY, 212)
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Direct Thought (DT)

I am thinking: what really prevents me from spending the rest of the days left,
up in Zato?... [...]

(¢. KONTOT'AOY: TIEAPO KAZAZ, 40)

"It seems that they want to let me die", I was thinking.

(. MAKAHZ: O TIEPITTAANOYMENOZ, 227)

He thought: - "I am wasting my time, I must find another way to see her".

(©. IETZAAHZ-AIOMHAHZ: O KATAKAHMENOZ TOTIOZ, 208)

He looked round the graves.
- How deserted they are! he thought.

(H. BENEZHZ: O NAYAIOZ, 78)

He sat in the same place again, there at the far end, in the left-hand corner,
and thought with a faint smile: "I'm getting used to the corners too now, to

the corners too!"

(A. TEPZAKHZ: H MENEEZEAENIA TIOAITEIA, 9)

Free Direct Thought (FDT)

- Who cares! he says to me. We live only once... [...]
Could it be that the first glass of ouzo has gone to his head?

- By the way, I say to him, congratulations - [...]

(K. TIOAITHE: ENA AITIAQ, 6089)
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We had been surrounded by the Russians in the trenches for quite some time;
there was no fodder left in Plevna.

I should imagine (lit. you were to see) that Gazi-Osman Pasha was forced to
withdraw his troops from here! I walk around; the streets (were) empty!

(. M. BIZYHNOZ: O MOZKQOB ZEAHM, 237)

In the street, the people were walking fast with their shoulders hunched up
and their hands in their pockets.
Ten minutes past three. Katina hasn't come yet. He went to the door and he

looked at the road uphill with anxiety.
(M. KAPATATZHZ: TO NEPO THZ BPOXHZ, 325)

- "Then it must be very old!" he said in a serious voice and then they both
laughed, still not knowing each other's name.
[Has she been here long, I wonder? Has she come for the exhibition? Will
she leave soon? Is her house, by any chance, nearby? I could see her home,
it's a long time since...]
- "That big lampadaire in the comer has been sold. What a pity!"

(K. MHTPOTIOTAOY: Q% THN ATIOMONQZH, 136)
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Contextual Indices of FIT in third-person narratives

In the end she persuaded him to come. In the meantime she put on her
dressing gown. October, she was really hot in her beaver skin pyjamas and
he was talking about central heating... She fetched glasses from the kitchen,
emptied the ice-cubes from the fridge onto the plate and she put everything on
the table in the living room. What could he want of her? What would he show

her? [...]
(Z. TZIPKAZ: H NYXTEPIAA, 48)

He is only thinking of his wife. Sureiy a long time must have passed since he
left her, since they parted. How did he forget? (how didn't he realize that time
had gone?) Where was it that she sat down on the beach and she said she will
stay there (she would stay) and wait for him?

(N. I". TIENTZIKHZ: TO MYGIZTOPHMA THX KYPIAZ EPZHZ, 39)

But why doesn't she come with him any longer to the door, why doesn't she
stay to see him leave, and why doesn't she run to kiss him, as she used to on
the lips, when he comes back home dizzy, tired from work? Why this
change?..

These were the things Kalmas was thinking and saying one day when he was

walking to work in a street without any houses which led to the town.

(A. N. BOYTYPAZ: H TIOAITEIA TIOY XANETAI, 174)

And again he didn't reply to him immediately. Not even Alkis, he thought,
was powerful, and of course he would never become powerful... and rich...
but anyway he wasn't like Steriotis!... Neither was Alkis the son-in-law he

had dreamed of for his daughters... But the poor girls had no luck!... But
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really he couldn't think of anyone in the place worthy of marrying Evlalia...
[...]
(K. 6BEOTOKH2: OI ZKAABOI ZTA AEZMA TOYZ, 47)

Peter frowned - this shoeblack seems well-informed, he even knows father's
name, his responsibilities in the ministry... what else does he know? And
how the shoeblack laughs shamelessly, just like a jackal. He has got such big

rapacious yellow crooked teeth.

(A. KOTZIAZ: O TENNAIOT THAEMAXOZ, 20)

But Kissa flared up in anger at her sister's unexpected fortune. You hear
there (whoever heard of) the younger marrying first! And what? (And not
only that) Marrying a King! Once she heard her grandmother say that the
night they were born she saw the Fates who came to predict the fortune of the

babies.

(A. KAPKABITZAZ: H KAKH AAEP®$H, 235)

She heard him opening the balcony door, moving the wheelchair around, and
then whistling cheerfully as if he were on his own. Her ears had gone red.
Alright, the war, the confusion, this living in close proximity; but up to that
point, and an Englishman too? Would she have time now to take out the
dressing gown from the wardrobe before this old fornicator with his devilish
wheelchair... She put on her high-and-mighty style. Of Lady Nancy
Geraldine Alberta Elizabeth Campbell, Baroness Argendale in her own right

that she loathed as much as cockroaches.

(2. TZIPKAZ: H NYXTEPIAA, 40-1)
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- I'm late, he said.

- Yes, she nodded and suddenly she rushed and hugged his shoulders. Her
nails dug into the thick cloth of the overcoat.

If only he wouldn't leave... if only he wouldn't leave... if only he stayed
there near her even the way he wanted it... even without her love being
returned with her own love... if only he wouldn't go (he didn't go) he
wouldn't go and lose him...

- Why should I love you so much? She cried desperately and her cry sounded

strange in the silence.

(T. ZTAYPOY: MYZTIKEZ TIHIEZ, 72)

[...] (1) She thought of going to find Dimitris, to talk to him, to tell him
everything. (2) But if in the meantime Pavlos came down and missed him?
(3) And besides Dimitris was strange, she liked him, but she respected him,
he looked to her to be older than he was and that he knew everything, he was
serious, although he showed her great tenderness. (4) I'd better wait a bit
more. (5) There, somebody is coming down. (6) Is it Pavlos? (7) Yes, he is,
he is wearing a purple suit and a straw hat. (8) Did he see her? (9) Will he see
her? (10) She is getting up and moving towards the door, feigning that she is

going to the stairs to go up.

(. APATOYMHZ: STAMATHMA, 89)

[...] Her mind was travelling far away... if only she received a letter. Her
desire was so innocent. No news for so many months. Sick in the remote

mountains... He loved her... Receiving a letter wasn't a sin... [...]

(K. TIOAITHZ: TEPMA, 152-3)

Appendiz 2



3.8.1.

24)

25)

26)

27)

28)

29)

313
Thought Presentation

Translations

Typographic Indices

"Why are you looking and not answering?... Have you become dumb? Why
are you looking over there at the skylight? Was it maybe there that you hid the

teaspoon or gave it away?..."

(A. NAKOY: TO AOYAAKI, 469)

- Sophia!... Listen: You must come, are you listening?... You must come,
Because now everybody has deserted me. Do you understand? Everybody!...
I am alone. And I am getting older. My God!

(A. TEPZAKHZ: H MENEEZEEAENIA TIOAITEIA, 211)

When with the sunset the girls went back to the village, the King sent the
matchmaker to obtain Avgi as his wife. Who can let such an opportunity slip?
Old Stathaina jumped for joy. |

(A. KAPKABITZAZ, op.cit., 234)

Has it ever happened to you, my dear reader, to dream that you are being

hanged or that you are falling from a high place into an abyss?

(E. POIAHZ: H TIATIIZZA IQANNA, 131)

Alas! on the way they were caught in a rough sea.

(A. TIATTAAIAMANTHZ: ZTAIONA NEPOY, 356)

They say that the curses of those women who rarely curse come true...

(A. TIATTAAIAMANTHZ: ©ANATOX KOPHE, 377)
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He turned his back on him and ignored him completely. The other remained
thoughtful. What strange thoughts are these he is having today? What got into
him to make him start philosophising? But Liapkin insulted him, with his last
words. That is just what he needed, to pay attention to Liapkin's words! But
it displeased him.

(M. KAPATATZHZ: TIOYTKEPMAN A’ 34)

Maria got upset. Will she be alone again? And how was she to go to Paris?
The unknown is set up like a wall, a vague fear. Is it possible? Can she go?
And (what will happen) when they find out about it at home? (lit. down).

(8. TIETZAAHZ-AIOMHAHZ: MAPIA TIAPNH, 87)

[...] And still he hadn't looked at her. Oh, he would look at her; how
wouldn't (couldn't) he look at her? At the right time. Let the sun rise first,

(K. BEOTOKHZ: H ZOQH KAl O 6ANATOZ TOY KAPABEAA, 59)

[...] he hugged a doll dressed in a red dress. He squeezed it as if it was real.
What to take for Voula! But what's the time? Who cares! It's only eleven!
[...]

(A. BAAXOZ: TYPOAEZIKO, 125)

Maria was scared at her boldness. Maria, Kouka's daughter, Koukena's
daughter, in Paris, all alone, a widow, with an old nursemaid from Sifnos!
For God's sake! How did things turn out like that!

At first she was wandering about the big city in a daze. [...]

(8. TETZAAHZ-AIOMHAHZ, op. cit., 87)
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He saw her hand coming up to her lips!.. The same again like at that time, at

that time!. God!

(A. N. BOYTYPAZ: AIO'MENH ATATIH, 22)

[...] (1) Immediately he thought to get down... (2) But no! (3) He will stay to
perform this comedy until the end! (4) He will assist the power of evil. (5)
He was seized by a mad desire to play its games, a frenzy to ridicule the rich
man - and himself, who believed in the rich man. (6) Come on! (7) He will at
least drive his carriage in the narrow streets. (8) He will pull up at the
"Piperia"! (9) He wants to drive it in a working class suburb. (10) And after

driving along Aeolou and Patision street [...] he arrived.

(Z. TATTANTQONIOY: TO AAMIIPO AMAZEI, 103)
[...] It had never occurred to her that Asimina would dare to receive her

fiancé in her drawing room. In the kitchen, yes; but in the drawing room!

(A. KAPKABITZAZ: ¥TIZ AOZEZ, 392)
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In the end she persuaded him to come. In the meantime she put on her
dressing gown. October, she was really hot in her beaver skin pyjamas and
he was talking about central heating... She fetched glasses from the kitchen,
emptied the ice-cubes from the fridge onto the plate and she put everything on
the table in the living room. What could he want of her? What would he show
her? Anyway she wouldn't be difficult, she would keep him company while
he was drinking... And if... if he put his hand on her? She felt her ears
burning. Imagine he were to think that the jokes about the divorce were an
indirect invitation... What would he think? That always happened to her, she
talked in all her naivety, and the other person... Naivety? Did she know

herself so well then? The subconscious...

(Z. TZIPKAZ, op.cit., 48)

[...] Silly he to expose himself to a refusal for nothing! Silly! What did he
want taking part in such a dance? (getting involved in such a situation?). But
no! He did his duty, he proved to his rescuer the sincerity of his friendship

and the extent of his gratitude... Why, however, is Liakos so late?

(A. BIKEAAZ: H AZXHMH AAEA®H, 79)

His leg tripped somewhere, on something that gave out a metallic sound. It
can't be! - just imagine! - Loizos' helmet - at the same place, there where it
had fallen on the day that the two of them... - and also, there, on the wall, the
rope. They had also left it hanging, forgotten it between the branches of the

climbing plant.

(K. TIOAITHZ: EROICA, 192)
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It was as if Stephanos had forgotten where he was. Only the captain of Prifti
he didn't forget - Why, only he was a stranger to him? And why, did he

whisper his song like that, as if he was whistling it to his face?

(K. XATZOTIOTAOZ: $BINOIIQPO, 112)

Over there a guttersnipe - was he perhaps interceding too? - was quarrelling

with somebody older than him.
. AEAIOZ: ZE ANAZHTHZH TOY EJHMEPOY, 214)

He takes out an old stole from the first trunk embroidered with silver and
gold thread - who might it have belonged to? - he takes out a white deacon's
stole - Oh, how it still smells of frankincense! - pure white with the refined
embroidery of gold crosses [...]

(6. IETZAAHZ-AIOMHAHZ: Ol MAYPOAYKOI A’, 65)

[...] And she was growing impatient again: - "Well, why wasn't he coming
as soon as possible?... Should she herself stand up in front of all those
people?... [...]

(K. ®EOTOKHZ: Ol ZKAABOI ZTA AEZIMA TOYZ, 76)

Lexical Indices

He was relieved to find out to what point Karamanos' ungratefulness would

go. Of course, that was it! He shouldn't have kept his private life in Salonika

secret.

(M. KAPATATZHS: TIOYTKEPMAN A°, 403)
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[...] Efi; no doubt Efi. She is the woman who suits him. [...]
(M. KAPAT'ATZHZ, op.cit., 404)

Going up the stairs with the soldier behind him, he was thinking that if the
boy was asleep now the opening door would wake him. He will give him one
of the apples... It is an opportunity... and he will say everything, jt is certain!

And tomorrow evening when he goes to the interrogator...

(A. BAAXOZ: QPEX ZOHZ, 172)

He arranged the almost full sack by putting it on the toilet and went out again
to the ground floor. Shall he take a coat for Voula? It's winter... Will it fit in
the sack? No... well, better another time since there will be for certain another
time! He won't leave any traces and nobody will realize what happened

tonight, so few things... Only, really... his old shoes? He put them in a box
and the box back on its shelf. {...]

[...] He went and searched in many boxes, many shelves but in vain. The
tyrolean hat in the shop-window must have been the last one. And now? He
could perhaps come again next Friday, like tonight, and take the hat along
with other things. But if in the meantime somebody bought it? No, absolutely

not. He must take it tonight.

(A. BAAXOZ: TYPOAEZIKO, 1267)

He was absorbed in strange thoughts. He couldn’t calm down. Why should
Spanos make such a joke? Why should it not be true? What can he lose by
trying? If he succeeds who else in the village will have such a treasure for
wife? If he doesn't succeed and all the people find out and they make a song

for her (make fun of her), Spanos is to blame, for starting this.

(A. ESTAAIQTHE: H ATTEAIKA, 240)
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He was seized by an uncontrollable desire to turn his night into a night of
wantonness. He knew where Flora's bedroom was. Why not go near there?
Five or six light footsteps and he found himself in Flora's secret place. And
maybe, why not see her too, why shouldn't she tell him even now? Who
knows if it would be convenient the following day? He noticed light through
the cracks.

(A. EOTAAIQTHZ: O MANOAHZ O NTEAMIIENTEPHZ, 40)

He remembered Helen. This girl always came to his mind, but almost always
he tried not to think of her... A poor and honest fencing instructor, what did
he expect from a rich only daughter? Apart from that the friendship, her

parents! So many, so many obstacles!..

(A. N. BOYTYPAZ: TO ZTOIXEIO, 77)

"Would he come anyway or not? she said in her mind getting angry... Oh he
would come of course... and she would know how to punish him all that
night!... Continuously pushing him away from her side, she wouldn't let him
escape from her, she wouldn't let him dance any more... and she would
know of course how to spoil every minute of joy for him!..."

(K. ®EOTOKHE, op. cit., 76)

Anestis bent his head over his glass. He was ashamed of himself for the
trouble he caused, for the borrowed clothes, for the fact that they laughed at
him, and (but) he didn't want to answer back to them so as not to embarrass
his brother. He felt like crushing the old woman who ridiculed him like
straw. But, she wasn't lying. His friend was wearing these clothes

yesterday, everybody had seen him. Anyway, why should he also insult her?

Appendix 2



54)

55)

56)

320
Thought Presentation
Translations

Was he offended because they had told him about the vineyard? They meant
well. {...]

(N. KAZAATAHZ: XOMA KAI NEPO, 78)

In the garden the cricket which so many times (had) lulled him to sleep was
rasping. At that time, when Christ was born in the horses' manger, evil
Herod slaughtered all the children. But Mary's little baby lived. That was
God's will. Now why are they slaughtering the children again? Maybe a new
Christ was born? Maybe evil Herod has been resurrected? But sleep the great
friend of children came. All his thoughts sunk into a cloudy dream.

(M. KAPATATZHZ: O METCAAOZ YIINOZ, 94)

He let the car bowl along down the smooth road and his mind flew to
different thoughts. So Karamanos was having a good time in Salonika; and
he never told him anything. The hypocrite! He was glways like that. Did he
ever confide anything about his life to him his friend? Qnly general things that
supposedly represent a broader emotional confession. A theoretical and

metaphysical confession. But facts - concrete facts - pever.

(M. KAPAT'ATZHZ: T'IOYTKEPMAN A°, 403)

She ordered coffee from the waiter, who was looking at her with scandalized
eyes, and she bought a sesame roll from a night-time vendor of sesame rolls.
She was hungry. Not much of course. Just to enjoy the coffee with the

sesame roll, and the big glass of cool water.

(M. KAPAT'ATZHZE, op. cit., 366)
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[...] Her mind was travelling far away... if only she received a letter. Her
desire was $o innocent. No news for so_many months. Sick in the remote

mountains... [...]

(K. TIOAITHZ: TEPMA, 152)

Not even for a minute should he admit that Flora couldn't be his any longer.
Nothing! They took her from him, he will take her back. If it is not done one
way, it will be done another way. If his riches and his power are not enough
the beauty, the slyness, the threat will work, finally something will work,
time will produce something; and with this unshaken decision in the recesses
of his heart he could finally come to his senses and say a few words to her

kind husband.
(A. ESTAAIQTHZ, op. cit., 116)

[...] Silly he to expose himself to a refusal for nothing! Silly! What did he
want taking part in such a dance? (getting involved in such a situation?). But
no! He did his duty, he proved to his rescuer the sincerity of his friendship

and the extent of his gratitude... Why, however, is Liakos so late?

(A. BIKEAAZ: H AZXHMH AAEA®H, 79)

And yet. He will make a pass at Dina, the silly, the stupid man! He will be
trapped like an insect in the nets of this little monster!

But, after all what did he care about all this? Isn't Karamanos free to do as he
pleases? And Efi? And Dina a thousand times more ? He is stupid to worry
about somebody else's business. With a shrug of his shoulders he threw
away from him the rabble of thoughts; and he pressed the accelerator because

he was late.

(M. KAPATATZHZ, op. cit., 403)
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[...] But who did he make a pass at from the Salonikan company?

Efi; no doubt Efi. She is the woman that suits him. Beautiful, slim, cute,
educated, clever. What an enjoyment it would be, an emotional conversation
between Efi - (and) Karamanos! Something brilliant, something full of spirit
and juices. Beautiful couple! No, he wasn't jealous at all, as God was his
witness! He, Yioungerman pever got jealous; he was above such petty
things. But something was telling him that it wasn't Efi, but Dina. Why?
Both of them were equally beautiful - in a completely different way, of
course. Only that Dina was sly, a hypocrite and a snob. A stupid cow, the
sort that Karamanos loathes. While Efi, what a cute little woman!

(M. KAPATATZHE, op. cit., 4045)

[...] What did she want the taxi for? Where would she go? She would go to
her house, in Kastela, to Aspasia. [...]

[...] Oh, no. Whatever was she to do in this house? No, no... And Aspasia
who would start whining... And Antiope shouting... And Yioungerman with
his cunning smile... No, no. She didn't feel like going back, seeing the
walls, the furniture, the little garden... This can't (couldn't) be done.

(M. KAPATATSHS, op. cit., 365)

Maria was left alone with the maid servant. She is sitting on the chair and she
is looking at her husband. Her husband?... Is this her husband?... he was,
that is, her husband... this man?... this dead man?... Qh, my God! she stood

up without meaning to.

(6. TETZAAHZ-AIOMHAHE, op. cit., 77)

His mind flew elsewhere. Down there in his hut, Argiris' neighbour had two

cows big as goblins... He was a good man he never broke the law; [...]
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But why did he live happy, while he himself had such a life? He hated him
too at this moment, because he, too, was man and man had harmed him... He
wanted to harm him too. The two big cows would be grazing now quietly-
quietly under the olive trees; Oh, if only he could kill them and see him
unhappy like himself... There was a joy of life he could experience... The
neighbour would cry, he would beat his breast... the animals on the
ground... He would call despised Thomas to help him Thomas... Ha, Ha,
Ha! he laughed. A few needles placed in the straw and the animals would be

dead in two or three months,

(K. BEOTOKHZ: H ZOQH KAI O 6ANATOZ TOY KAPABEAA, 153-4)

Wild desires were aroused inside him and they were torturing him. To live
(he had been living) in that quiet little house for six months and "to eat flies!"
Not to dare (he says), to declare his love to either Clara or her cousin! And
now, on the eve of his departure, to be so ripe both of them for the charms of
love, that the one from the fear that she might lose him if he happened to
become rich one day, the other from secret love, which jealousy caused to
blossom like a flower and spread all around its aroma, to sigh at his knees
and to die for one of his kisses! He was enraged to think that all those months
had been wasted in vain, and that now one and only night was left, and such

a night, sleep from 9 p.m. until dawn!

(A. EOTAAIQTHZ: O MANOAHZ O NTEAMIIENTEPHZ, 39)

All this didn't make sense, it was excuses. Since he, as soon as he entered

introduced himself, that means he knew what's-her-name, the spinster wasn't
there. And apart from that, how did they find out who she was? She hadn't

shown her passport to anyone.

(Z. TZIPKAZ, op. cit., 41)
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In the evening she felt she was going mad. She felt like running out of the
house in the street alone and going wherever her fate took her... To leavel...
Oh, how her little head was aching and how it was buzzing from the screams.

(A. NAKOTY, op. cit., 469)

The breeze cooled her face, which was worn with anguish. It was just as well
that she thought to open the church. When her husband comes back, God
willing, she will ask him to offer a bronze candelabrum to the grace of St.
John. And little by little to do up the little church too with a candle stand and
two or three pews... And she walked faster to reach the parental house as

soon as possible...

(E. BAAMH: ZKEAETOBPAXOZ, 142)

She made up her mind, she would tell him everything... She would put pride
and shame aside. It was so futile to struggle... She didn't have the strength
any more. But no... it would be better if she wrote to him. It is one thing to
write and another to say something. When you talk they interrupt you... With
the smallest thing they cut the flow. And he would do it, he would do it, he
never paid attention when she talked to him... He had only to stroke her hair
with his hand and to derail her thought in a moment. But no, no she wouldn't
let that happen, she would write everything in an order. She wanted to say
everything, to say these things and to get them off her chest, to say these
things, to unload the burden from herself. To shout it all out in the hope that
she might be rescued... Yes, it is much better to write to him, [...]

[...] She is standing in the middle of the living-room and she is thinking all

these things.

(T. ZTAYPOY, op. cit., 40-1)
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Minas was worried... what does he want in here? If somebody sees him? If
his friends came out from the local "Piperia" coffee shop unexpectedly - Oh
hell! - he would be in trouble! Anyway the wheels were rolling in Kifisias
street and Mr. Pavlos, without having the patience to wait, started describing
his carriage.

(Z. TTATTANTQNIOY: TO AAMIIPO AMAE], 97)

The bell is ringing and it startled him which guckold might be at that time. But
it is Magda's fault who wants to turn their house into a gypsy camp. The
good-for-nothings come and eat as much as they want, and if one of them is
her lover, how does he know? And they will be laughing behind his back.
(M. AOYKA: KAAAIO NA °TAN.., 145)

But Mr. Plateas was sad. The idea of meeting the bride was frightening him.
What was he to say? How was he to behave? And after all, he wasn't yet
certain of her consent. - Why didn't the cousin write plainly Yes or No? Brief
psalm, alleluia! (a simple answer please, straight to the point!).

{(A. BIKEAAZ: H AZXHMH AAEA®H, 82)
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Petros gave him back the photograph. Out of the window now poplar trees,
then again telegraph poles are passing, the sun is setting, the first shadows
are gathering on the low slopes... Immediately after the Occupation mother

sold her family fields in Igoumenitsa, the house was emptied during the years

of the black famine, furniture and rugs, books, clothes turned into chick-

peas, groats, olive oil; and Petros a second-year student of civil engineering,

mother was absolutely against the idea of Petros getting a job temporarily -

either a priest, priest or a ploughman ploughman (each to his trade). Apart

from that father convalescing after the operation [...]

(A. KOTZIAZ: O TENNAIOZ THAEMAXOZ, 20-1)

The girl appeared at the door scared, looking at her mistress in bewilderment.
She couldn't understand why she was so annoyed. Why would she care if
she also had her fiancé? Why would she mind if he was also in the living
room? Would he destroy her living-room? Of course not. He would ornament
it. Of all these people there nobody was worthy except for her beloved. His
beauty and clothes were shining. How does the ruby sparkle on the master's
finger? - This is how the eyes of her beloved sparkle on his beautiful face.
How does the gold cross glitter round the neck of her mistress? - This is how
the smile shines on the red lips of her beloved.

(A. KAPKABITZAZ: ZTIZ AO:=EZ, 393)
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Sophie leaned back and rested her head on the wooden partition. The
monotonous noise of the engine was lulling her. Really, that shark on the
pier, that time with Alec - what might have become of... She mumbled

something.

(K. TIOAITHZ: TEPMA, 152)

For a moment Manolis was so upset that he didn't know what to do. To find
an excuse and to go back to leave or to open the door and enter? Mrs. Beri...
either married, or a false name... Little angel... Well she has a child too...
Rather strange all this... But if she dies in reality... Finally grief conquered
selfishness and he entered the room.

(A. ESTAAIQTHZ: O MANOAHY O NTEAMIIENTEPHZ, 62)

She was standing and looking at her with tenderness. As if she were an
innocent puppy. But those bushy eyebrows of hers...
She washed and tidied herself.

(K. TIOAITHZ: TEPMA, 1445)

A woman wants to be charmed, cajoled and flattered. And that was the only

thing Nionios didn't lack. It was enough that he wanted it, enough that he

was determined... But what a woman! Like a queen, like a nymph, like a
goddess. And well-stacked, meaty, big-chested - pot like some other women

who are called beautiful and they are wrinkled, small, no meat, shrivelled, as

if God the time he was kneading them pitied the dough.
(C. ZEENOITOTAOZ: O KOZMOZ KI' O KOZMAZ, 514)
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He takes out four or five Ecclesiastical books, one manuscript Psalter, one
Pentecost Book... Nothing...

He bent over the other trunk... There are books here too... familiar books...
A Pentecost book again... The Epistles... Oh, Homer!... He opens it
nervously...

(0. TIETZAAHZ-AIOMHAHZ: Ol MAYPOAYKOI A’, 656)

Sunshine, clear skies, bitter cold. Petros is crossing the square walking
slowly. Strange! From where will they set off! Neither car, nor artists. There
wasn't a living soul to be seen because it was Christmas.

(A. KOTZIAZ, op.cit.,, 258)

[...] But this means that either there isn't a night guard at all or that he starts
his shift at midnight... Well, he will take her a dress, of course, a nice all red

dress with a black belt which has a big golden buckle to fasten. Then

stockings! Many stockings... and lingerie, and a bra like those lace ones from
"Cestos".

(A. BAAXOZ: TYPOAEZIKO, 1256)

She stood there at her door. Her mind [had] stopped, her legs felt like water -

what could be the matter with the cellar to make him so angry? And people

know about it, all people, he said. And - get off my back - Peter Bakatsas!...
(A. XATZHZ: H 6EIA MAY H AITEAIKH, 96)

[...] He could declare war on the whole world without harming himself at
all... He could become the Devil himself... Why only the neighbour? And
why not greedy Argiris? and why not Maria? She had done so many things to

him... But Yiannis, Yiannis was another sort of person, he didn't have any

Appendix 2



84)

85)

329
Thought Presentation

Translations

wickedness... But, but doesn't God create earthquakes, floods, but doesn't
he throw lightning and doesn't he destroy like that indiscriminately the
unrighteous and the righteous? This is what Thomas would do... Let Yiannis
be affected by the plan... But what power has he got, the deserted, the
pursued, who every day bent more towards the earth under the burden of his
unhappiness and his persecution?

(K. 8EOTOKHZ, op. cit., 154)

[...] Father kicked him out of the house, the scoundrel yes, he didn't even
respect his brother's difficult times, in collusion with the buyers he took the
money from mother's ficlds when they were sold at any price, Neneta was
reaching twelve she would go to the high school... Oh, and now? Falco their
technical firm, since the year before last father and he the despicable,
venerable partners inseparable now, mother the cardiogram and Neneta in
despair... her last latter is in the little pocket along with the discharge paper;

the thunderbolt.
(A. KOTZIAZ, op. cit., 21)

[...] Outside Petros is pacing up and down on the pavement. He is smoking,
It's ten! and still not a soul, what kind of excursion (this is)... and alright Lia
it is natural anyway after what had happened if Veligekas didn't kill her
anyway this is how Veligekas is, a cobra he will give her dry bread and water
not a three-day excursion, it is very natural after what had happened... but the
artists? Petros threw away the second cigarette end, he kicked it, a quarter
past ten, surely he must go to Pagrati to find out what happened, better goto

Ioudas he might have killed her. [...]

(A. KOTZIAZ, op. cit., 258)
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For a moment Manolis was so upset that he didn't know what to do. To find

an excuse and to go back to leave or to open the door and enter? Mrs. Beri...
either married, or false name... Little angel... Well she has a child too...
Rather strange all these... But if she dies in reality... Finally grief conquered

selfishness and he entered the room.

(A. E®TAAIQTHZ: O MANOAHZ O NTEAMIIENTEPHZ, 62)

[...] Oh, is everything going wrong then? Will his performance fail too? But

this has to succeed. He immediately thought of Roukas' restaurant, the
*Amphilochia". Krystallis always eats there - let him go and surprise him! At
least they will have a good laugh together.

(Z. TIATTANTQNIOY, op. cit., 103)

[...] His agony was unbearable. He couldn't have been injured - he would
have realized. He told a joke but his voice sounded different.

(N. KAZAATAHZ: XOMA KAI NEPO, 31)

(1) She smiled at Mrs. Parni without expecting a smile in return. (2) She still
has some hope (she is still hoping) that the door will open and Petros will

come... then it is possible... it is possible the ice will break... Mrs. Parni,

Petros, she... in their house...
The blood rose to her head.
(6. IETZAAHZ-AIOMHAHZ, op. cit., 148)

[...] ... And the young man she was in love with was honest and nice and

handsome, but he wasn't rich... And she had believed that only with him
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would she find happiness... and for a moment she thought (it seemed to her)
she would marry him... and jt seemed so natural to her to be in love with
him!... [...]

(K. ©EOTOKHZ: Ol ZKAABOI ¥TA AEZMA TOYZ, 59)

Angry, he turned on the ignition, he shook the engine by pressing the
accelerator, changed to third gear with an angry hand and he drove out into
the road. Something like an unexplained grievance occupied his soul.
Michalis didn't behave well; he wasn't treating him like a real friend. He kept
a big part of himself secret. While he, Vasia told him everything. He treated
him like a brother.

(M. KAPATATZH2: O T'IOYTKEPMAN A’ 403)

[...] He bent to look through one of the cracks. His glance fell straight
straight on the fire. He trembling outside, partly from the night chill, partly
from fear and desire, and inside there such a paradise! He stretched out the
hand with a burglar's technique and he made to open the door.

(A. E®TAAIQTHE, op. cit., 40)

Stadiou street she stood in front of a shop window. It is full of toys. All these
horses, bears, the little prams, the dolls, the model railways, the balls make

her suddenly think... Oh, if only she had a child!... If she had a child by
Loukas... My God, how far away Loukas is!... If she had a child, she would

not now feel so deep inside her the need to marry Petros. {...]

(0. TIETZAAHZ-AIOMHAHZ: MAPIA TIAPNH, 147)

[...] Her nails dug into the thick cloth of the overcoat. If only he wouldn't
leave... if only he wouldn't leave... if only h ul there near her even
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the way he wanted it... gven without her love being returned with her own
love... if only he wouldn't go... he wouldn't go and lose him...
(T. ZTAYPOY, op.cit., 72)

Her mind was travelling far away... if only she received a letter. Her desire
was so innocent. No news for so many months, Sick in the remote

mountains... He loved her... [...]

(K. TIOAITHS, op. cit., 152)

[...] And yet she didn't decide to cry (for help). It would have been better if
she had done it straight away. But what bad luck! How sin tortured her! If
Krinio was here now, how easy it would be!

(A. TTATIAAIAMANTHZ: H ¢ONIZZA, 61)

Kyriakoula bent to put on her sandals and to pick up her cotton dress.
Oh, how cold she felt in here! Oh, how screams frightened her.
(A. NAKOY, op. cit., 469)

[...] He went and searched in many boxes, many shelves but in vain. The
tyrolean hat in the shop window must have been the last one. And now? He
could maybe come next Friday again, like tonight, and take the hat along with
other things. But if in the meanwhile somebody bought it? No, absolutely
not. He must take it tonight, The only solution was to stay awake there, next
to the hat, waiting for the small hours to come, when everybody is asleep,

even the policemen.

(A. BAAXOZ: TYPOAEZIKO, 127-8)
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She stayed again in her room all alone for hours and hours. She is thinking,
she is calculating. She is thinking how far she has gone. She must be pleased
with herself. She went everywhere, they accepted her everywhere, she shone
with her presence everywhere. She distinguished herself everywhere! What
else does she want!... Oh, she is here! Now that she feels again a bit lonely,
my God, how lonely she is, how empty her life is, what an emptiness she
sees around her!... So?... So all this excitement, these splendid nights, these
successes, this unique climbing in so few months?... Nothing?...
Nothing?...

(©. IETZAAHZ-AIOMHAHZ, op. cit., 111)

Visual Impressions

(1) Mourkas watched. (2) On the ears of wheat shadows, shadows, seemed

to run, black shadows, quick...

(A. N. BOYTYPAZ: AIQ'MENH ATATIH, 12)

(1) The walls with the wallpaper, expensive (the wallpaper). (2) The floor,
marble. (3) Three round little tables, of glass. (4) Each of them with four
leather armchairs. (5) You would say an expensive hotel. (6) Luxury gave
comfort.

Kostas tried to stand up but the nurse pushed him back firmly.

(N. KAZAATAHZ: AIOZ, 108)

(1) The train is slowing down again, little houses, orchards, the cemetery of
the village has a whitewashed fence, cypresses are few and far between
below a priest with a high hat and stole, a woman in black is kneeling and

burning incense over a grave... (2) In the poor station rusty iron-sheets, cow
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manure and stink. (3) Next to the platform a green two-storey house, a plump
heavily made-up girl at the window, armed like a mermaid is looking at the
railway, chewing gum and waiting. (4) In the room behind her a scarf on the
wall, a string of garlic, an old mirror. (5) What is she waiting for? (6) Further
a donkey immobile in the heat unconscious; under the shadow of a fig tree a
skinny old lady in a purple dress, leaning back is also looking at the railway
track eating pumpkin seeds, the toothless mouth grinding and spitting the
husks. (7) What is she waiting for? (8) And the sun is burning, nothing
seems to be moving scorched earth breathlessness complete silence, suddenly
the ruthless light seems to have turned dark... (9) They have set off (they are
moving). (10) The plump girl at the window is chewing gum, the green
house has disappeared.

(A. KOTZIAZ: O TENNAIOZ THAEMAXOZ, 17)

103) a) A row of mansions - rails and ornaments and statues, pruned gardens,

b)

c)

pavilions and garages, awnings, patio furniture and clay flower-pots,
curved tiles and tiled roof edges, plus a row of eucalyptuses right and left
on the pavements, plus some big paving-stones with grass in the joins.

(1) Stephanos kicked the heaps of dried leaves. (2) He rolled his scarf
round his neck, boulevard they call it; (3) he always grinned at this
boulevard. [...]

[...] (1) He crossed the road numbed. (2) A taxi-driver beeped
persistently, “- at Marina's in the evening”, he yelled to the three-wheeled
vehicle that was going down towards the harbour. (3) Stephanos
calculated; (4) almost in her fifties how well does a woman carry her
years? (5) And if she (had) opened a shop? (6) or even a brothel? (7)
Didn't she use to say this to him? (8) one fifty drachmas banknote after the

other Marina straightened the banknotes she was taking out from her chest
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in front of him and she winked at him without losing count. (9) "- Me, that
you see, one day will govern the city. Don't you believe that? Oh, ask
your father". (10) His father an oil merchant. (11) The father pays the son
has sex everyone made fun of him, when at one time Stephanos fell in love
with Marina and his mother a skeleton with a hairy chin, "- mother, are
you growing a moustache?" and then gradually he hated the oil barrels.

(1) He was walking round and round the narrow streets. (2) Few people in
the streets, skinny, miserable. (3) Cheap restaurants for the workers,
lousy grocer's shops, empty newspaper kiosks, bare (frozen) trees. (4) He
went past the orphanage.

M. AOYKA: ATIOHXOZ ATIOTEMATINHY MOTYZIKHZ, 52-3, 56)
Auditory and other sense impressions

(1) The newly weds are going straight up to their room. (2) The wooden
parquetted staircase, the wide corridor that smells of bees-wax. (3) The doors
in a row. (4) Did that clock chime nine or ten?... (5) Oh, their room is full of
flowers. (6) Irini took care of everything.

(6. TIETZAAHZ-AIOMHAHZ: MAPIA TIAPNH, 72)

(1) Suddenly it was night. (2) He saw the darkness lightly settling on the
plain, over the village, two or three lights are flickering on the other side in
Athalassi... (3) The breeze takes its time to blow again... (4) It must also
have stopped blowing... (5) Oh, there, it also brings smells of grass... (6)
Thucydides... (7) "~ Where is the saddle-bag?..." (8) In a hurry he bends
down, he opens it and puts the manuscripts in... (9) There will not be only
Thucydides, there will be more... (10) there are a lot... (11) Quickly,

convulsively, indifferently, he puts the books back in the trunks, the big
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liturgical books and the books in ancient Greek... (12) Strange, not one by
Basil, Chrisostom, Damascene... (13) He thought... [...]

[...J (1) The cricket's sound follows him as he is climbing down. (2) It (has)
captured his hearing. (3) There another star over there, and another, and
another... (4) He reached the swamps, the frogs could be heard... (5) Fre-
Markos, while he is walking fast, feels his feet, bare in the sandals,
squelching in the mudwater. (6) Well this path is like that, what to do, it is all
mud.

(0. TIETZAAHZ-AIOMHAHZ: O MAYPOAYKOI A’ 67-8)

(1) He remained lying on the ground face do»\.'n... (2) His head, Oh, his
head... (3) Bells were ringing... (4) as if horses are trotting... (5) the wheels
are cutting furrows... (6) The firemen, of course. (7) The firemen have
already arrived... (8) The water is hissing... hissing... hissing... (9) When
will this fuss be over?... (10) It is still going on... It is still going on... It is
still going on...

(11) They are talking near here in the orchard, the people are going in and
out... (12) He knows what they are talking about, he knows: the police... the
children... not the least doubt... arson... compensation... the logs in front of
the garden gate... the pump (what fools to leave it, what fools! - and
Kleovoulos, who wants to be their leader! [calls himself a leader!])...

(K. TIOAITHZ: EROICA, 191)

(1) Despite the freezing weather, he suddenly felt heat spreading through his
whole body. (2) He touched his cheek, and it was burning.

(3) Now he would show Mrs. Mina who was the best child in the class. (4)
Mrs. Mina would no longer send only Bozelis to the headmaster's office to

fetch some chalk.
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(5) Quickly.
(6) First the multiplicand.
(7) The little tail of 9 was a bit long.
(8) He took the rubber, he erased it, and wrote it again.
(9) Now the multiplier.
(10) The line.
(11) Not by hand.
(12) It would be crooked by hand.
(13) He opened his bag quickly, and took out the ruler. [...]
(K. TAXTZHZ: ZHTHMA [AIOZYTKPAZIAZ, 20-1)

Appendix 2



3.9.3.

108)

109)

338
Thought Presentation

Translations

Memories

(1) And she remembered her youth. (2) The whole world was changing
quickly, quickly... (3) And yet the human heart always remained the same!...
(4) She could now see again in front of her her own story repeating itself...
(5) Even Mrs. Ofiomachou had fallen in love, when she was a girl, but
timidly, secretly and silently, guarding in the warmth of her virginal heart that
pure flower of her youth, that it was destined to wither!... (6) And the young
man she was in love with was honest and nice and handsome, but he wasn't
rich... (7) And she had believed that only with him she would find
happiness... (8) and for a moment she thought (it seemed to her) she would
marry him... (9) and it seemed so natural to her to be in love with him!..,
(10) When all of a sudden her parents had given her to Ofiomachos, without
even asking her, as was the custom of the times... (11) They had preferred
him because he was rich and an aristocrat... (12) And she had found neither
the strength, nor the will to resist their decision, and so her humble love
remained for ever secret, buried in the recesses of her heart.

(K. ©EOTOKHZ: O ZKAABOI ZTA AEZMA TOYZ, 59)

(1) His hand is clutching the manuscripts (he suddenly thought of them)...
(2) Serenity, serenity... (3) Only the cricket is disturbing the silence. (4) This
sound is like a breath that comes out from a gentle rasping in the late
afternoon... (5) Really, serenity! (6) A skinny female figure, the shadow of a
mother appeared out of the depths, the immense depths of time... (7) A little
child is running barefoot, his bare feet hitting the ground... (8) "Marko,
Marko!..." they are crying to him... (9) He took a deep breath so that the air
would fill his lungs, it was necessary...

(8. TIETZAAHZ-AIOMHAHZ: OI MAYPOAYKOI A’, 667)
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(1) Peter gave him back the photograph. (2) Out of the window now poplar
trees, then again telegraph poles are passing, the sun is setting, the first
shadows are gathering in the low slopes... (3) Immediately after the
Occupation mother sold her family fields in Igoumenitsa, the house was
emptied during the years of the black famine, furniture and rugs, books,
clothes turned into chick-peas, groats, olive-oil; and Petros a second-year
student at Civil Engineering, mother was absolutely against the idea of Petros
getting a job temporarily - either a priest, priest or a ploughman, ploughman
(each to his trade). (4) Apart from that father convalescing after the operation
- Thermopylitis is an incurable disease, poor Leonidas! he was wittily talking
behind their backs the captain trickster who was plundering the government
revenues at that time, after he had made really good money during the
Occupation by selling soldiers' boots to the Germans, he suggested to father
a huge contract work relating to fortifications in Crete. (5) Don't be proud
and poor, a huge fraud, he said, arranged like clock-work with general
Herman Cauber, they would be loaded with money all three of them very
rich. (6) Father kicked him out of the house, the scoundrel yes, he didn't
even respect his brother's difficult times, arranging it with the buyers he
drained mother's fields when they were sold at any price, Neneta was
reaching twelve she would go to the high school... (7) Oh, and now? (8)
Falco their technical firm, since the year before last father and he the
despicable venerable partners inseparable now, mother the cardiograph and
Neneta in despair... (9) her last letter is in the little pocket along with the
discharge paper; the thunderbolt.

(A. KOTZIAZ, op.cit., 20-1)
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Anticipations

(1) His mind flew elsewhere. (2) Down there in his hut, Argiris' neighbour
had two cows big as goblins... [...]

[...] (3) The two big cows will be grazing now quietly-quietly under the olive
trees; (4) Oh, to make them die and to see him unhappy like himself... (5)
There was a joy of life he could experience... (6) The neighbour would cry,
he would beat his breast... (7) the animals on the ground... (8) he would call
despised Thomas to help him Thomas... (9) Ha, Ha, Ha! he laughed. (10) A
few needles lying in straw and the animals would be dead in two or three
months!

(K. GBEOTOKHZ: H ZOH KAl O 6ANATOZ TOY KAPABEAA, 153-4)

(1) Walking slowly she went on towards Loudovikos square. (2) But she
lingered in front of the dark-coloured row of parked cars. (3) What did she
want the taxi for? (4) Where would she go? (5) She would go to her house,
in Kastela, to Aspasia. (6) She would lie on the bed, to sleep. (7) Tomorrow
she would wake up; she would sweep the rooms, she would water the

garden, she would cook. (8) As she used to, as always. (9) As for ever...

(M. KAPATATZHZ: I'lOYTKEPMAN A’, 365)

Fantasies

(1) Suddenly he heard footsteps, her footsteps on the yard paved with
flagstones and in a while he saw her coming.
(2) The moon was shining there with its faint, pale light.

(3) She started walking slowly up and down.
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(4) She never did this before (she had never done this before), never! (5) She
always looked and took care not to be alone with him! (6) Now? (7) And he
saw that she had noticed that he was there. (8) Again her little head turned
round to him, again. (9) But what was happening? [...]

[...] (10) - Aria!. he said very quietly or rather he sighed.

(11) She turned right round now and the moon illuminated her face well.

(12) [- What do you want? she asked. Still insisting? Stop this!. Whatever I
did at that time I was young, foolish!. It was your fault you were a grown-up
man!. I would tell everything to mum, but I forgive you for now!. But 1
don't even want you to look at me! Do you hear? Everybody in his place!.
There (with) Maria, Yiorgia!.]

(13) He moved ashamed and he came to his senses.

(14) The moon was shining and illuminating alone, (all) alone the empty
flagstoned pavement and quietness, quietness that the rustling of the leaves
was disturbing.

(15) - But what's wrong with me? he asked himself. But how did it seem to
me? as if it were!.

(16) But again as if he had forgotten that all these were his own creation, they

were unreal, his mind filled very powerfully with her memory.

(A. N. BOYTYPAZ: AIQI'MENH ATATIH, 21-2)

Dreams

(1) Kissa in the same room was sleeping soundly. (2) Suddenly she gives out
a moan; cold sweat is crushing her; her hands are moving as if they want to
get a grasp somewhere. (3) Oh! What a dream she is having, the poor one!
(4) She was, it goes, in a big house, full of gold and silver, of diamonds and

rubies. (5) It was dark, thick (pitch) dark; so quiet that you could hear
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yourself breathe! (6) And Kissa was taking gold, she was taking rubies, she
forced them here-there, in her pockets, in her mouth... (7) That's it, she will
escape from poverty, she won't have to work for strangers anymore! (8) She
too will become a great noblewoman! (9) Suddenly the house is lit; laughter,
joy, songs are heard... (10) Where should she go to hide? (11) Here,
footsteps are heard; somebody seizes her hand. (12) It's her sister, her dead
sister, Avgil... (13) - What do you want here? she says; what did you come
to do? (14) She wants to speak, she opens her mouth, but she can't even
breathe... (15) And her sister doesn't know her... (16) - She came to steal;
says another woman, black, pitch black, just like Harmena. (17) Yes; she
came to steal! (18) And laughing she seizes her with her strong arms and
throws her out of the window... (19) Kissa woke up with a start.

(A. KAPKABITZAZ: H KAKH AAEP®H, 239-40)

(1) She pulled the blanket up to her neck and turned off the light.

(2) She couldn't tell how much time had passed since then - suddenly she had
felt (she felt) she wasn't alone in the room. (3) Round her, voices were
buzzing, many voices together, strange and again other familiar voices and
voices she had loved a lot, in the old days. (4) She made to get up, to see
from where these voices were coming, but her body was as heavy as lead and
the voices were near her now, very near.

(5) "Eva... Eva..." Dimitris' voice was heard, a warm voice, above the
others.

(6) "Dimitri..." the fear moaned inside her without any sound.

(7) In front of her Kostas Asterios' voice passed like a warm breath - this
voice wasn't speaking, it wasn't saying anything. (8) Only it touched her like
a memory from persisting lips. (9) No, no... (10) She didn't want that kiss,

she didn't want it... (11) Not that time either... (12) That time when she went
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with that stranger. (13) She didn't want to go... (14) How much she hated
him! (15) She was disgusted by him. (16) And, however, she had gone, she
remembered that well...

(17) "Father..." she rushed unrestrained to hug his voice. (18) This voice
was very sad not even for a minute did it stay to wait for her...

(19) "Eva..." the little boy's shadow made with a complaint. (20) And
mother, old too, (from) years back, went past near her with a trembling
voice. ( 21) And then that first love of hers, poetry and soil together,
mingled: "Eva... Eva..."

(22) She made one (move) with her little palms to push all of them away
together, (to push) these voices away from her, to (make them) leave her life
for ever.

(23) "Eva..." all the voices said together. (24) And she more and more made
her biggest effort, to escape, and to be alone, all alone.

(K. MHTPOTIOYAOY: AEQ®OPOZ XQOPIZ OPIZONTA, 1745)

Hallucinations

(1) He ordered a bottle of strong drink from the astonished servant (waiter)
and he started drinking. (2) With the first glasses his mind was confused. (3)
His heart was lighter all at once; the grief disappeared; slowly slowly an
uncontrollable desire to laugh filled him... (4) He only remembered that he
had seen a bad dream and the dream had gone now, and he was so happy in
this reality... (5) Only that his head was spinning somehow strangely... (6)
and his ears were buzzing somehow unusually... (7) but this too of course
would go away in a moment... (8) he was completely well... (9) he had no

fear for his health... (10) it wasn't cold at all that night... (11) Let him have a
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drink!... (12) Evlalia was his... (13) he would marry her... (14) this is what
she had told him there in her house.... [...]

[...] (15) Oh, people were all good!... (16) they didn't like to torture
anybody... (17) Ofiomachos had regretted it... (18) he had realized how
unfair what he wanted was... (19) he had blessed their love... (20) he too
was such a good human being!... (21) And besides he too was scared of
something that didn't exist... (22) He was free from trouble... (23) he could
live as he wanted, in his old house, happy too... (24) yes, yes, throughout
the world an unspeakable happiness reigned... (25) a pure joy... (26) How
beautiful life was!... (27) Let him have a drink!...

(28) But why was his head spinning like that... (29) and especially when he
closed his eyes... (30) but his eyes also wanted to close... (31) but on the
other hand he had never been as well as he was that night... (32) Never in his
life!... (33) And never before had he been so certain that he wouldn't get sick
again!... (34) He was strong... (35) He had an unshakeable health... [...]
[...] (36) Let him have a drink!...

(K. @EOTOKHZ: Ol TKAABOI XTA AEZMA TOYZ, 170-1)

Effects and Uses of FIT

[...] (1) But now that he had no-one to impart his joy to he was worried. (2)
It was true then! (3) They said (they would do it) and they did: (4) His
mother left; his brother too. (5) And where did they go? who knows. (6) It is
certain that they left, they deserted him, they do not want to live with him;
they do not want to know him or listen to him either! (7) But why; why this
misfortune? (8) What did he do wrong? (9) how did he harm them? (10) He
expected that of his brother; since he was that sort of person he did well to

leave. (11) If he stayed, he would be a burden to him and nothing else. (12)
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Farewell! (13) But his mother; the sweet, compassionate, holy (little) mother
of his! (14) How could she leave her child alone! (15) She was always nice,
attentive, devoted to him. (16) And he was the same; he never talked back to
her, he did not (ever) make a complaint. (17) His love was not like a child's
love for his mother. (18) It was a zealot's worship of his religion. (19) From
his childhood, his every thought was devoted to her. (20) How to see her
happy and praised, the friends' pride, her enemies' thorn (envy). (21) Even
his present labours were for her. (22) To show people her position; for her to
be admired and eternity to bow before her. (23) But she, instead of
supporting his cause, left him stranded. (24) Should or shouldn't one
despair!

(A. KAPKABITZAZ: O APXAIOAOI'0Z, 1320)

(1) For a moment Manolis was so upset, that he did not know what to do. (2)
Should he find an excuse and go back to leave, or should he open the door
and enter? (3) Mrs Beri... (4) either married, or a false name... (5) Little
angel... (6) Well she has a child too... (7) Rather strange all these... (8) But
if she dies in reality... (9) Finally grief conquered selfishness and he entered
the room.

(A. EOTAAIQTHZ: MANOAHZ O NTEAMIIENTEPHZ, 62)

[...] .... (1) She fetched glasses from the kitchen, emptied the ice-cubes from
the fridge onto the plate and she put everything on the table in the living
room. (2) What could he want of her? (3) What would he show her? (4)
Anyway she wouldn't be difficult, she would keep him company while he
was drinking... (5) And if... (6) If he put his hand on her? (7) She felt her
ears burning. (8) Imagine he were to think that the jokes about the divorce

were an indirect invitation... (9) What would he think? (10) That always
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happened to her, she talked in all her naivety, and the other person... (11)
Naivety? (12) Did she know herself so well then? (13) The subconscious...
(14) When she heard the door, Nan looked herself into the mirror [...]

(Z. TZIPKAZ, op.cit., 48)

120) (1) The dawn chill made her shiver.[...]

[...] (2) And Aspasia? (3) What would become of Aspasia? (4) How would
she bear such sorrow?

(5) She shrugged her shoulders. (6) Why should Aspasia, the sweet nice old
sister care? (7) Hasn't she eaten her tasteless bread (didn't she have a boring
life)? (8) Let her die too. (9) One more mouth less: (10) an old mouth that
would open the way to two rosy lips full of cries, laughter, desires, baby's
clucking: (11) to Charitos' and Nionia's child...

(M. KAPAT'ATZH2, op. cit., 3689)

3.11.1. Analysis of FIT in first-person narratives

121) (1) Atdawn it was silent again in the yard, but it was still noisy in the village.
(2) How slowly the hours were passing! (3) Will the Turks return near us?
(4) Will they be here in the night too again? (5) We all felt that we couldn't

bear it any longer.

(A. BIKEAAZ: AOYKHZ AAPAZ, 65)
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122) (1) From the agony and the heat the sweat was running like a river from my

123)

124)

125)

forehead. (2) I fell silent again, trying to clear my throat. (3) Should I talk
about the other children too? (4) But what should I say, for God's sake! (5)
Did I know them at all? (6) I turn round a little and I say to the villager in a

low voice [...]

(I. KONATAAKHZ: O ETIIKHAEIOZ, 360)

(1) My dumbfoundness was increased by the many questions that all of a
sudden I was thinking of. (2) Why didn't I now dare to look at Vangelio in
the eyes? (3) Why was I'shy asif I was seeing her for the first time? (4) Why
was she saying that now that I had grown up they shouldn't kiss me? (5) And
I who was so impatient to grow up! (6) Would I perhaps come to consider it
now a misfortune that I was growing up? (7) My mother's cold silence made
me realise even more than Vangelio that she thought that at my age kisses and
caresses were no longer appropriate. (8) Today I think that Vangelio said
those things to see my mother's reaction and opinion.

(I. KONAYAAKHZ: H TIPQTH ATATIH, 14)

(1) I felt some pity, but my mind didn't spend too much time on Vangelio and
her illness. (2) Oh! brother, will she always be sick? (3) What should I do
with her cough and her whining? (4) Her illness, by preventing my new
daydreams, was starting to get on my nerves.

(I. KONAYAAKHZ, op. cit., 47)

(1) And while I was imagining that Vangelio's illness would lead to death
after one or two months despair clutched at my heart. (2) Was she to die and
to think that I don't love her, that I despised her and that I hated her maybe?

(3) Wouldn't it be better if I were to die with her as well?
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(4) She was to die and I was not to see her again in this world!...

(5) But was it so certain, was it inevitable that she was to die? (6) The
horrible idea that I had formed in my mind about invincible death increased
the grief that was filling my heart and my love took a new form, a new love

from soul to soul.

(I. KONAYAAKHZ, op. cit., 53)

(1) We dropped face down on the ground behind the dry tree-trunk, Serafim,
Sotiris and I on top of them. (2) Sotiris squeezed me with one of his hands.
(3) And they started. (4) Sotiris' hand clutches me as if I were his shield. (5)
I close my eyes and shrink. (6) Mother, you won't see me again. (7) The
bombs are falling and the boom, my God the boom! (8) As if it will take your
head and jolt it away. (9) All my muscles tighten, although I don't mean it,
from reaction. (10) My body feels the danger and wants to protect itself
making a shield from its own flesh. (11) If only I could squeeze myself
completely into a little hole, that small, so that no God's eye (no-one) was to
see me! (12) I'll get up to (and) run! (13) To run wherever it takes me! (14)
Like a madman! (15) Anywhere else but here. (16) Sotiris' hand clutches me
tightly, convulsively, during each explosion. (17) I want to cry to him:

(18) "Let me go! Let me go or else I'll kill you! Let me run, let me get away
from here". (19) But no, Better here. (20) Whatever happens to them, will
happen to me too. (21) All three of us will shake together here. (22) Behind
the dry fir-tree. (23) What will be, will be. (24) Here bad luck struck all three
of us. (25) I am not separating my luck from them. (26) I can't! (27) I'll run,
I'll roll down the ravine, to the fir-trees on my own. (28) To hide, so as not
to be seen. (29) Not to be seen, or else I am lost (I am done for).

(30) My mind maddened, breathless, doesn't know what to command. (31)

Where should I go? (32) Where should I go? (33) Should I stay here? (34)
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And my heart is kicking loudly as if it would like to lift with its quick beating

my whole body to go far away from here.

(A. BAAXOZ: TO MNHMA THZ I'PIAZ, 70-1)

(1) And the walking started again. [...]

[...] 2) The drowsiness makes me dizzy, my legs are heavy, lead. (3) I'm
trudging. (4) If only I could sleep. (5) My God, to sleep. (6) What will be
will be, one thing only. (7) To sleep. (8) But somewhere here must be the
frontier. (9) How is it that it is nowhere to be seen? (10) Where is it? (11) Did
they fool us, I wonder? (12) Where is that line we're going to cross...

(13) In the front, one has fallen down and he is crying. [...]

[...] (14) The night is full of his sobbing, of his despair. (15) For God's
sake, my nerves shouldn't desert me as well. (16) I shouldn't also start
crying falling on the ground. (17) Walk, Andreas, Walk! (18) And if you are
going to drop down, drop dead. (19) With the dawn, when the stars grew
faint we saw on a hill in front of us, the "frontier", the guardhouse. (20) A
little white house on the little top of a hill, as if it has gone out high up there
to wait for us. (21) Come on five hundred metres more... two hundred
metres more... a hundred more... The finish!... (22) And I dropped on the
ground, face down, with my knapsack on my shoulders.

(A. BAAXOZ, op.cit., 104-5)

[...] (1) And I stayed downstairs with my aunt, to wait, to wait in order to
see her again. (2) My God, how long it was taking them upstairs! (3) What
were they doing, I wonder? (4) But wouldn’t they come down until evening?
(5) And would the servant come to collect me, would I go without seeing

Athanasia's eyes and her smile for one more time? [...]
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[...] (6) And there, in a while, the servant to collect me. (7) So soon?! (8) I
felt like beating him because _hc had hurried back... (9) But I was relieved,
when my aunt told me that I could go upstairs, to say goodbye to the

stranger...

(I'. ZENOTIOYAOZ: AOANAZIA, 4689)

(1) I carried on feeling myself, trying to understand if I was injured
elsewhere too, if my limbs were intact. (2) I was alive, but how was I alive?
(3) Was I an invalid, injured for ever and incapable of doing anything from
now on, maybe? (4) And I was in pain, I was in pain. (5) And the (feeling
of) thirst that I felt when I rolled on the field of battle was coming back again.
(6) And the need for some compassion, for some womanly affection in the
ferocity that surrounded me.

". BEOTOKAZ: AZOENEIZ KAI OAOITIOPOI B, 195)

(1) I felt the wilderness pressing me down and for a moment I thought that I
was dreaming... (2) Crowded India!... (3) I was drowsy... (4) What the hell
is happening with this drowsiness... (5) Without realising it I took off my
clothes to swim, still thinking that Bombay really existed in the world and
that poor Korke was decaying there where I had left him.

(¢. KONTOI'AOY: TIEAPO KAZAZ, 36)

(1) The reconnaissance team was already climbing up the mountain opposite
and they were climbing with great effort. (2) My first thought was that they
weren't given (hadn't been given) time to rest. (3) Will the same thing happen
to us maybe? (4) And then? (5) Neither repose, nor rest, nor water from the

spring! (6) And I was thirsty, Oh! how thirsty I was. (7) When we arrived
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last running under the trees, the commander standing in front of the gate of
the church was talking confidentially to the three men who had just arrived.

(A. BIKEAAZ: AIATI EMEINA AIKHI'OPOZ, 118)

(1) I averted my gaze a little to the left and to the right to see the spring at
least, where I hoped to quench my thirst but I didn't see it. (2) It seems that it
was behind the church. (3) Patience! (4) I'll be rewarded after a while. (5)
Come on!

(A. BIKEAAZ, op.cit., 119)

I want to think. I want to remember... [...]

[...] - What lousy weather!

(1) My heart beat. (2) Oh, he has started becoming annoying (annoying me).
(3) But this has gone too far. (4) Now I'll put him in his place.

- Listen, sir...

(N. ©EOAQPOTY: TTAAI ZKOTAAI, 264)

(1) With a violent movement of his hand, his two gorillas grabbed me, they
took me down to the cellar. (2) Long corridor, cells right and left. (3) At the
far end another short corridor, narrow, dark. (4) We stopped in front of an
iron door, they unlocked it, they threw me in. (5) Thick darkness, mould,
dampness. (6) It mustn't have been occupied by another poor creature for a
long time, because at every movement I made the spiders were falling on my
face.

. MATKAHZ: O TIEPITTAANOYMENOZ, 226)
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Quoted Interior Monologues

«(1) What did I do?», he said, «and why am I persecuted so implacably? (2)
Am I innocent or not? (3) When they burnt all my crops, when they destroyed
everything I possessed in this world, where did I go wrong? (4) Because I
had a bandit as a brother? (5) And did they ask if I had the means to stop him?
(6) But the arson wasn't enough, they want me, they are persecuting me,
because I escaped the squadron commander's torments. (7) Maybe my exile
would make me happier away from such unfair people if a new whirlwind
hadn't hit me and if I wasn't falling from precipice to precipice (I wasn't hit
by a series of new disasters)! (8) But whom did I wrong, whom did I harm,
whom did I injure!... (9) I am punished because I am weak, because I am on
my own, ordinary and unknown. (10) Without the support of a powerful
man, without gifts and tricks is the innocent man not listened to? (11) Doesn't
justice have eyes, doesn't it have ears? (12) Yes! (13) Injustice has a hundred
arms and a hundred legs, that's why it reaches everywhere... (14) Must I turn
into a criminal perhaps to find the exit of this cave (a way out of my
predicament)? (15) May it not come to that!»

(IT. KAAAITAZ: 6ANOY BAEKAZ, 92-3)

(1) As far as his own abilities were concerned, he said; «(2) I haven't got a
brilliant memory neither eloquence nor rooted convictions, necessary for
somebody who talks to large crowds of people, and do I want to be a member
of Parliament? (3) How ironic! (4) And I can't talk about all the political
affairs either because I don't have the knowledge or because they are not
interesting enough for me to study them in depth whereas I am interested in
other matters. (5) And yet I have got a political mind and theory or (and)

political skills in practice (i.e. both intellectual and political skills). (6)
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Whatever happens, even if I still continue to be a politician, I'll do it
temporarily. (7) Why should I worry and get upset? (8) There will come a day
when I leave this too, after I have studied it (i.e. politics) in depth. (9) And I
will have enriched my knowledge about the things of this world». (10) With
this thought he calmed down.

(. APATOYMHZ: ZTAMATHMA, 57-8)

[...] (1) Oh! the ewe! (2) Oh! the little lamb! (3) How sweet, how white and
woolly it was, and how sweetly it bleated! (4) Why did you come
shepherdess! (5) What do you want from me (Panos Dimoulis said to himself
in exaltation )? (6) Go away, shepherdess. (7) Don't tempt me without pitying
me! (8) Don't disturb me, without knowing me! (9) How am I to calm my
imagination, today, on Easter Saturday? (10) How am I to go to take
communion, in the night, at the resurrection, shepherdess? (11) But that's
why I came to the village, after I confessed yesterday, so that I won't have
time to commit other "sins" until I am able to take communion tomorrow. (12)
And now how am I to take communion, shepherdess!

(A. TTATTAAIAMANTHZ: H BAAXOIIOYAA, 540)

(1) «He'll come... he can't but come... it's his timel...» he said with his mind
(he thought to himself). (2) «And where is he to find the money now... so
much money!..» [...]

[...] «(3) One thousand five hundred francs today!» he sighed «(4) and where
are they?... (5) where are they?... (6) And if it were only thesel!... (7) But it
isn't even three weeks ago that I renewed the other paper, and another one
here again today... (8) and in a month another one too!... (9) And where am I

to find them, where? and today and then (how) to pay?... (10) Oh, I am
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ruined!... (11) That's that!...» (12) And while he was saying this he was
drawing lines and columns in the open book with his finger. [...]

[...] (13) Last month I sold the fields... (14) a whole meadow... (15)
Supposedly I exchanged it... (16) I took out my eye (I sustained a loss) to do
a favour supposedly, to perform an act of kindness, our fairy! (17) The best
man, who has been a member of the household for many years, and he
himself has worked for me for so many years and that's why, many bad years
to him (I hope he drops dead)! I love him!... (18) And I was repaid in
money... (19) Who knows what they think of my benevolence all these
cunning peasants and that fox of the best man!... (20) I don't care what they
think, and what they don't think!... (21) At that time at least I got some
business done... (22) I patched them (I got some things done)... (23) But
now?’... (24) Here I want you! (how can the problem be solved!)... (25) And
what am I to say to my wife, siora-Maria?... (26) Oh , she is unhappy
too!... (27) People will say: she has got such a prodigal husband!... (28)
Outside the dance too many songs are sung! (It is always easy for outsiders to
criticize!) (29) And my daughters?... (30) Oh the poor girls! (31) And my
sons?... (32) Who knows what they will do with their life in the future... (33)

But even they too... (34) even they too...»

(K. ©EOTOKHZ: OI KAABOI ZTA AEZMA TOYZ, 31-3)

(1) She opened her own programme, abandoned on her knees. (2) She read
mechanically the brief biography. (3) Wolfgang Amadeus Mozart... she
mouthed: (4) Mozart... (5) 1756-1791... (6) thirty-five years old... (7) he too
sick... (8) Where does my mind go?... (9) I don't understand... (10) I don't
understand myself any more... (11) What am I dreaming of?... (12) My life
has already finished...

(K. TIOAITHZ: TEPMA, 88)
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"I don't understand!" I screamed. "Non capito!... damn you speak in Greek!"
"Blab-blab-blab-blab-blab!" Hatsepsout is screaming too in French. [...]

(1) I drop on the little bench like a punctured skin bag, and since I have got
the leeway (to put on weight) I don't understand why I am suffocating, (2)
Virgin Mary! I'll burst and that idiot Stamos the heir will rejoice, I'm
suffocating! (3) and what is this overturned rusty bath? (4) Oh, Notre Dame!
Good Lord, Notre Dame! (5) and how did I get from Trocadero to Notre
Dame? (6) At Trocadero we were enjoying ourselves with Hatsepsout I think,
I am not that sure, we must have been enjoying ourselves in Trocadero and
consequently kilometres, I've been staggering for kilometres that is why I am
suffocating, and I shouldn't have overdone the walking so much I in the night
in the damp kilometres, such a stupid thing I! Oh, horrible! and here I am now
suffocating... (7) my heart is weak it's sensitive, and I'm pulling off the bow-
tie I'm undoing my collar, iron fingers are clutching my neck I'll burst I'm
suffocating, Kyrie Eleison! Kyrie Eleison! my heart is galloping, it's going
wild... a hundred and twenty-two beats Good Lord! Lord have mercy on
me... Our Father who art in Heaven... (8) and I'll burst right now on the little
bench fortunately I'm wearing my underpants at least, and I'm holding tightly
in despair my talisman, my (sacred) medallion on my chcst‘ Kyrie Eleison! (9)
I will have a heart attack I'll have a cardiac arrest and a stroke maybe, don't
worry and I you see I am not fooled, I'll have cirrhosis of the liver or who
knows for how long cancer is (has been) slowly eating my entrails, and I you
see I am not a hypochondriac I am a sick man I am a wreck and I am not
fooled by reassurances (10) this is what they were saying to mother too the
top doctors nervously they were saying and stuffing her with pills pills pills
damn them the quack doctors MUMMY IS IN A COMA a thunderbolt
Stelios' telegram nobody suspected it that she was at death's door and they

were saying the top doctors nervously and yet here I am early in the morning
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being woken up with a start holding the telegram and trembling, and we had
just settled in Paris so the combra could study supposedly painting and I you
see had rented her a small apartment beautiful the filthy cow in the Rue des
Martyrs a beauty to walk around naked day and night the show-off the
actress! [...]

[...] (11) and I you see I will not put alcohol in my mouth again never! never!
never! even if the world is ruined I will never put a cigarette in my mouth
never! never! from tomorrow I am going on a very strict diet without doubt I
will only have an apple and only every other day I'll have an apple I you see
have a tremendous will power do you know what a stubborn wild mule I am?
(12) and I won't let this idiot Stamos rejoice I will go down to eighty kilos to
seventy as Petros used to be. [...]

[...] (13) And every day the cobra everyday Pipino I'm sick of you nagging
and rows in the love nest in my castle. (14) Shut up I'm studying darling I
have to submit my dissertation shut up tomorrow I'm beginning the finals and
I need the degree for purposes of expediency here father I got my degree too.
(15) - Pipino you don't care at all for my inner world and in a few words I am
sick of you you are a pagan Pipino you are conceited yog'vc got a horrible
personality nast); and when I first met you you were different and I loved you
and for your sake I neglected my scholarship to stay with you you are boring
Pipino you're a jackass... (16) Oh, that's it then! I am boring too I say to her
and does this mean maybe that I you see haven't got a personality? Oh, that's
what you think! (17) But I you see I am the successor to the power (I'm going
to be powerful) lady and for what reason would Nitsa show me that she is
bored with me, eh?... (18) anyway poor Nitsa didn't tell it to to my face like
the cobra no, she is a sweet girl she's got class she's got gentle feelings and
you should see with what kindness she received me in Stuttgart, but she hurt

me without meaning to the poor girl she hurt me the way she showed me that
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she is bored, that is to say that I you see her ex-husband as for me who was
pining and shedding tears that I am boring boring - (19) hell! I remembered
now! it was in Stuttgart not in Cologne and it wasn't the year before last damn
it, ime flies like a breath if only I could chain it [...]

(A. KOTZIAZ: O 'ENNAIOZ THAEMAXOZ, 402-4, 407)

Autonomous Interior Monologues

(1) Oh Anna of the illustrious family of. (2) Owners of weaving mills bankers
and patrons of the arts of Cologne. (3) These were the old days. (4) This
shrew bitch will make you explode. (5) You'll meet your ancestors sooner.
(6) She asked for the big bathtub you brought it to her. (7) She asked for hot
water you brought her three buckets going up and down the stairs heroically.
(8) You see her highness can't have her bath where a Rosental washes. (9)
Yesterday again the blue couch was wet. (10) We should put it in the corridor
you said tactfully. (11) My dear this isn't my business. (12) She looked down
her nose. (13) A princess how to. (14) You who had governesses and maids
and cooks and housekeepers and lackeys and coach drivers and doorkeepers
and gardeners how do you take mop and broom and. (15) Princess. (16)
Nonsense. [...]

[...] (17) Taxi doors open two of them. (18) Anna you are asleep. (19)
They'll start "the such and such” under the steps. (20) You are sleeping. (21)
She is beautiful a bit stupid. (22) Graben the Blue Danube. [...]

[...] 23) Oh Anna as long as he pays he is proud who knows why he's
hiding. (24) Crying it's the little boy he is in pain maybe only hungry. (25)
These are already at the bottom. (26) They destroy the front of the first floor

and it looks like a launderette. (27) Oh how horrible. [...]
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[...] (28) The bell of the Cathedral has rung. (29) Ten years and you still
don't know what hour it is. (30) The Viennese wants to go. (31) They do so
at the beginning then they get bored. (32) The eucalyptus. (33) Oh it takes so
long for the sun-rise. (34) Kaloyiannos Kaloyiannos have mercy on Anna

who is struggling to sleep.

(2. TZIPKAZ: H AEZXH, 335, 40)

(1) Such a long time, such a long time in the room.

(2) In a while they'll come with the verdict (diagnosis).

(3) The boards of the door are warped with age.

(4) "Kostas with the little penknife he stole from uncle Mitsos opened all the
cracks."

(5) What will they say? (6) There is nothing wrong with my child.

(7) The bear bit me on the back. (8) Bad, very bad dream.

(9) Three, one is a specialist.

(10) The time, how much time has gone by? (11) The clock is ticking in the
child's room.

(12) "The hall is dark and I hear the doctors’ voices along with mother's
moaning. Virgin Mary, save mother, let no harm come to her, a candle, a big
candle..."

(13) "The caretaker came out and said that they will put the results up in a
while. If they fail me, I'll die. The little bottle with the quinine is pressing my
skin, the little pills have a nice pink colour and I'll swallow them quickly, they
will still be sweet and warm on my tongue."

(14) Now he's saying something - I recognized the specialist's voice. (15)
The crack is small - if I bend down?

(16) "Don't, don't, I haven't done anything mum."

(17) - One doesn't look through holes.
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(18) How many tassels has the blanket got? (19) The condition is serious, it
isn't, it is, it isn't...

(20) They are many - how to count them all? (21) Anyway I stopped on it
isn't.

(22) "The flowers above the window are hanging their buds (they are full of
buds). He likes me, he doesn't like me, so many buds, I'll be counting until
evening. The bell has rung, one more bud quickly. He likes me. After all I
stopped counting at that - what if they are still so many to be counted? He
likes me and the bell has rung." [...]

[...] (23) They opened the door.

(24) What have they got eyes for and they don't look at me, none of the three
looked at me, they are a head taller than me.

(25) - Well?

(26) - ...

(27) - What's wrong?

(28) - We've done (lit. we did) all that was humanly possible.

(29) The bear, the bear!

(30) - Don't worry.

(31) It hurts, Oh the bite hurts.

(32) "Virgin Mary, save mummy..."

(33) A candle that big, that big.

(34) The little pink pills...

(35) The specialist (lit. Mr, Specialist) said...

(36) The sweat is running on his pillow - how can I stop it?

(37) All that was humanly possible.

(38) The sweat is eating his body.

(39) - I forgot to pay you, sir.

(T. TPITZHMIAAIEE: ANOPQIIINQZ AYNATON, 479)
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Analysis of Quoted Monologue in first-person narratives

(1) I was looking at him and I was thinking. (2) Here (is the proof), I said; he
short, ugly, unarmed, is obeyed by the fierce warriors around him and he is in
command of them. (3) Why? (4) Because he has brains and he is literate. (5)
The mind cannot be moulded but reading and writing can be learned; intellect
comes from God, but learning is acquired. (6) This is what I was thinking.

(A. BIKEAAZ: AOYKHZ AAPAZ, 125¢6)

(1) I was embarrassed, I went down to the bottom of the cliff again and 1
waited. "(2) She won't be long, I said to myself; now she will swim, she will
get dressed and she will go... (3) She will make for her (the) track, and I for
my (the) cliff!..." (4) And at that time I remembered Sisois, [...]

(A. TTATTAAIAMANTHZ: ONEIPO ZTO KYMA, 421)
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(1) I got up, I went to the entrance, I stood (there). "(2) Aren't you ashamed,
dishonourable Leone, and when brother Frangiskos finds out, how will you
bear his moaning? (3) Stay in the hut, even dry bread is good, even cold is
good; other people have the right to be satiated with food and to keep
themselves warm, you no! (4) You've got other rights, much greater. (5) -
Which ones? - (6) And do you ask? (7) With your life you will lead the way to
salvation. (8) - And if I die? - (9) Even better; with your death you'll lead the
way to salvation. (10) You took holy orders, the cloth, you are no longer
human; you are not an angel yet; you are midway; no, you aren't midway,
with every good deed of yours you're moving little by little to becoming an
angel. (11) - I am still human, I am becoming more and more human; let me
once, only once, and then I will become an angel, a real angel, I swear! - (12)
Do as you wish; you are free, go straight to hell; I allow you; farewell!"

(N. KAZANTZAKHZ: O ¢TQXOYAHZ TOY OLEOTY, 2956)

(1) I bring my hand to my forehead to stop remembering. (2) I put my hand
on my heart to lessen the pain. (3) But the pain is great, it has settled in the
throat, it is circulating in the blood, it is dripping poison in the veins.

(4) "Oh, let me stop remembering."

(5) How the darkness calms me. (6) How strange! (7) When there is light I
don't want to keep my eyes open, while in the dark I can't keep them closed.
(8) "Why hadn't he locked the door? why?... why?"

(9) I'd better stop talking to myself any more. (10) That was a habit from
when I was young. (11) I locked myself in my room, and I played out and I
relived whole scenes.

(12) - Let's play at theatre, I said to myself.

(13) "A closed door! (14) From now on I will tremble in front of every closed

door. (15) If you open it... and whatever you think of can leap on you...".
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(16) You started again. (17) That's why you never calm down. (18) You
don't let your nerves calm down. (19) Quiet. (20) Don't say a word. (21)
Stop your thought. (22) Like that...

(23) - What news (is there)?

(24) Did I speak? (25) No, my sister. (26) She hadn't asked me for some
time.

(27) Since the day I first turned on the light.

(28) - Same as always? she insisted.

(29) - Yes, as always, I replied and I wrapped myself in my shawl.
(N. BEOAQPOY: TTAAI ZKOTAAI, 264)
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[...] We parted.

(1) Silent and quiet the deserted street. (2) Step after step sounds in the night
as I walk with confidence on the pavement. (3) And so what if only a few
borrowed coins are chinking in my pocket? (4) And so what if my shoes are
in pieces? (§) Or if tomorrow I might get up without a job? (6) And that for
the past three of four hours now an hysterical tyrant has become exhausted
through standing outside our window? (7) I care for nothing tonight!... (8)
Oh, I am only twenty-six years old! (9) And apart from, let's say, being a
little on the short side - imperceptibly - on the other hand I am so likeable, so
pleasant, almost to the point you could say that I am attractive... (10) The
poor fatty is suffering from these spots - like a plaster they cover his cheeks.
(11) And if it was only... his black fate! (his bad luck!) (12) what would you
do with the muscle without the valuable, priceless brains!... (13) And eh,
what a lovely night!... (14) the song... (15) I am flying lightly - (16) how
much longer do I want to touch the heavens?

(A. KOTZIAZ: O EQZ¢O0POZ, 147)

(1) I heard him walking in the corridor. (2) He didn't open the door at once.
(3) 1 listened - I couldn't hear anything. (4) I thought of him in front of the
door. (5) His hands, where would his hands be? (6) Tonight he was much
stranger than usual, and I was not accustomed (I was not used to this). (7) As
soon as Mr. Makris came, or even earlier. (8) Even earlier, no. (9) After he
came back, now, a few minutes ago. (10) A short time ago. (11) But he went,
and he left him alone. (12) I was angry, I don't know Mr. Makris that well.
(13) No, even earlier. (14) He was really worried. (15) About the German
measles? (16) or maybe it isn't German measles. (17) I've got red spots here
and there. (18) But what can he be doing in the corridor, for such a long time?

(19) He said he would go out to phone Katerina; that's strange. (20) No, he is
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worried; very. (21) I get dizzy easily. (22) I can get up, if I want, to lie in
bed. (23) How could he leave me lying on the floor! (24) He is worried; for
God's sake! about the German measles? (25) Even the thought of getting up
makes me tired. (25) Such weakness from the pregnancy? (27) is it possible?
(28) Blasted pregnancy! (29) It's a month now, that I can't put anything in my
stomach. (30) Almost a month since the vomiting started. (31) Weakness! the
very thought of food makes me sick. (32) What can he be doing, in front of
the door? (33) for so long?
(34) 1 leaned for support on the bed and I got up. (35) To the door it is two
steps; three. (36) Shall I call him? he spoiled me by helping me all around.
(37) It's almost a month now that I haven't cooked for him. (38) Sometimes
Katerina cooks. (39) What could have happened to him to start shouting at
her! (40) What can he be doing, in front of the door?

(N. KAZAATAHZ: H AIVA, 20-1)

And I received some sweets once too! from my native place, at Christmas!
and while I was eating them all alone, I get an idea, - to give (some) to
Amalia, should I give her (some), should I not give her (some)... if I give
them to her, they might seem measly to her, on the other hand if I don't give
them to her, they will seem awful and tasteless to me if I munch them alone, I
should give her (some), let me give her some, to share them with somebody
else, to have with him, with somebody else, at the same time, the same taste
in my mouth, - and they were already finished by then, and I didn't know that
(I had not realised that), either because they (had) sent me only a few or
because they (had) stolen them from me and I didn't know that, and priest-
Antonios was jumping playfully round the altar every morning and they were

bored, they had waken up prematurely you see, most of them were yawning,
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and he was getting slightly thin on the top just a touch of baldness, and hands
0,0,0h! Avrilia was sighing, instead of yawning.

(M. AEIQTH: AYZKOAEZ NYXTEZ, 41)

[...] Q1) "Eat fruit, it gives beauty and health", the train was going fast, it was
going fast, what the hell was the matter with it and it was going that fast, (2)
"We are doing well (we are making good time)", said somebody, "Oh, it's the
express", said somebody, "If it was the post train...", we are doing well, no,
we are not doing well, we are not doing well "... because the Soviet
Union's deadline for Berlin ends on 27th of May. And for that
reason the fear of war has spread...", (3) "Eat fruit, it gives beauty and
health", it was quiet, too quiet in the carriage, "Passiflorine, two teaspoons in
the afternoon and evening ", we are doing well, no, no, we are not doing
well, the war, the war, the famine, the famine, quiet in the carriage, the
weather outside dark, humid weather, the windows closed, all the windows

closed, all the windows closed [...]
(A. ZAMAPAKHZ: HMA KINAYNOY, 116)
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