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, r r€s t ,  C . ,  &  Z immerman ,  D .  ( i 9g5 ) .  Cende r ,  l anguage ,  and  d i scou rse .  I n  van  D i i k
( 1 9 8 5 ) ,  v o l .  4 ,  p p .  1 0 3 - 1 2 4 .
A good brief overvierv of the malor issue_s.

" '  
' s ;2$16[2,  A.  ( ]  991) .  Cross-cu l tura l  pragmat ics :  The semant ics  o f  human tn terac-

t r on .  Be r l i n :  Mou ton  de  C ruy te r .
Thorough t reatment  o f  pragmat ic  issues in  cross-cu l tura l  communicat ion.  Examines
speech acts, cultural values, conversational routines, and many other kinds of speech
patterns and shows horv they are real ized in dif ferent cultures.

DISCOURSE PARTICIPANTS

The discourse participants include the producer(s) and the inter_
preter(s). The producer is typically the one who writes or speaks a
iert. This person may or may not be the actual source or author of
t ire information. Instead, the producer may be an editor, i l lustrator,
ai ' t ist, photographer, or designer of any text or paft of a text. In fact,
a s ingle text  may have several  producers,  as in the case of news
nedia texts.  In the case of an advert isement,  the producer is probably
an indiv idual  or team hired for the purpose of creat ing the text .  The
iource, on the other hand, is the management of  the company whose
rroduct is represented in the text .  Sometimes this k ind of  source is
ieferred to as an institutional producer.

As i l lustrat ions, consider the fol lowing two texts:

iS l  As soon as we came in ,  an o lder ,  th in  peasant  woman,  pr "obably  the
housekeeper", who at once necognized Mother.,  starbed to talk furt ively in
a thick dialect, and in her bewildenment f lapped her arms l ike a wild duck.
She was ternibly excited and beside henself,  and after" a minute on so
Nacia ,  who had heard the fuss,  came runnino in .

She was a lovely, dank blond young *orui '  sl im and graceful,  l ike a
bal ler" ina. And though she was very simply dressed, to me she rnstangv
became the P.incess of al l  the fairy tales I had ever known.
[ B a u m ,  1 9 9 O ,  p  1 1 S )

t6l Unden Washington law, we are attorneys solely for lcl ient] and owe duties
solely to her-.
[Fnom a pensonal letten, signed by an atbor neyJ

ln  Example 5,  the producer  is  the narrator  (wr i t ing as , ,1 , , ) . ,  L i t t le
in format ion can be obta ined about  her  f rom the passage i tse l f .  How-
.\/er, further research would revear that the story from which this

'For  
more in format ion on the posr t ron of  nar ra tors  rn  re la t ion to  the i r  texrs ,  see

la r t  l l ,  chao .  7 .
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passage is taken, together with the other stor ies appearing with i t ,  are
true stor ies wri t ten from memory by a Jewish woman named Anna
Baum. She l ived in  Po land dur ing the Naz i  per iod and was one o f  those
who suffered at the hands of the Nazis,  along with the others she
portrays in her book. l t  is  possible that in preparing these stor ies the
author  c lar i f ied  her  memor ies  by  d iscuss ing her  s tor ies  wi th  o ther
Holocaust survivors.  These other people are not coproducers of  the
stor ies,  but they could have inf luenced the product ion process. Among
the other people who contr ibuted more direct ly to the product ion
process of  these stor ies and who may be said to be producers in their
own r ight are an art ist ,  who created drawings to i l lustrate some of the
stor ies,  and other persons, including edi tors and designers.

ln Example 6,  there is a source, or inst i tut ional  producer ("we"),

represented by the actual producer who signed the letter. l f the text of
the entire letter was presented, it would be possible to identify both the
inst i tut ional  producer ( the law f i rm) and the actual  producer ( the

s igner) .
In some kinds of  texts,  such as advert isements,  i t  is  of ten impossible

to ident i fy the actual  producer.  [n others,  such as instruct ions from
cabin crews to air l ine passengers,  i t  is  not always possible to ident i fy
the source.

The producer directs the text  to one or more interpreters.  The
interpreters are the intended receivers of the text, typically readers or
l isteners.  The interpreter may or may not share the same cul tural
concepts as the producer,  and may or may not have a shared knowledge
of related texts. Take Example 5, for instance. The interpreter of that
text is any mature reader. The text is probably intended for readers in
their  teens or older who have some knowledge of events in Europe
during World War l l .  Readers from Afr ica or India might not share the
same cul tural  concepts of  place in the world and percept ion of  the
world with the producer of this text. Readers may or may not have read
The Diary of  Anne Frank or other works concerning the Holocaust.
Some may have studied world history of the 20th century, and others
may know only their  local  history.  These readers wi l l  come away from
the text with somewhat different interpretations.

Just as there are di f ferent k inds of  producers,  there are also di f ferent
kinds of  interpreters.  The addressee is the interpreter to whom the
text is directed, and the target is the interpreter whom the text is
intended to af fect .  For instance, in Examples 5 and 6, the addressees
and targets are probably the same people.  However,  consider a wi l l
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language and shorved how di f ferent  e lements of  the grammar come rnto play to real izethese v iewpoints Studyrng the sect ion on narrat ive ' iervpornts rn chapter z of  th is bookis recommended before at tempt ing Chafe,s rvork.;a i r c lough ,  
N '  ( . r  989 ) .  Language  and  power .  London :  Longman.

A Marxist  approach to the k inds of  power re lat ions that  can exist  between discoursepa  r t r c ipan ts .
- * ' ' : o l l on '  R ' ,  &  Sco l l on ,  s .  (1995) .  l n te rcu l tu ra l  con ' tmun ica t ion :  A  d i scourse  ap -p r o a c h .  O x f o r d ,  E n g l a n d :  B l a c k r v e l l .

] | : ; : : : : l r l l v  
chapre r  3  ( " rn re rpe r -sonar  po r i t eness  and  pow,e r , ' )  and  chap ie r  5  ( , ,Top ic

SETTING

Sett ing inc ludes t ime and p lace.  There are hvo main k inds of  set t ing:textual  set t ing and metatextuar  set t ing,  The textuar  sef t ing is  the=i t ing conta ined in  the text  i tser f ,  a ;  metatextuar  set t ing is  the=t t ing of  the text .  As an exampre,  consider  a mot ion p ic ture sucha.  Docro r  zh ivago.  The opening scene of  that  f i lm depic t i  the s teppes' : r  Russia ( textual  set t ing) ,  but  the scene was actual lv  f i lmed in  the' ianadian Pra i r ies (metatextual  sef t ing) .  The novel  and the f i lm basedtn i t  portray the period of the Russian Revolut ion (textual sett ing);,1c\vever, Pasternak wrote the novel many years after the reiroi; i i ; ;nad ended (metatextual  set t ing) .  Discussions of  sef t ing in  th is  bookr i 'e  concerned pr imar i ly  wi th  textual  set t ing,  ar thoulh occasional'eferences to metatextual sett ing are necessary. A third type of sett ing,s  the t ime and p lace of  the in terpreter(s) .
T ime,  as  shorvn  ear l i e r ,  i s  g rea t l y ,  dependen t  on  cu l tu re  fo r  i t s- le f in i t i on '  wes te rn  cu l tu res  a re  among those  tha t  may  ind ica te  t ime' i '  d i scourse  th rough  desc r ip t ion t  o i  c lo th ing ,  fu rn i tu re ,  \ vea tner ,.andscapes ,  mus ic ,  anc i  o the r  ob jec ts  o r  a r t  fo rms  commonrv  assoc i -: ted  w i th  a  par t i cu la r  pe r iod ,  season ,  t ime  o t  Ju l , ,  , ; ;  ; ; ; .  I n  the:anguages  o f  these  cu l tu res ,  t ime  i s  expressed  p r imar i l y  th rougn  tense' n d  a s p e c t ,  t i m e  a d v e r b i a r s ,  w o r d s  s u c h  a s , , t h e n , , a n d , , n o w , , , , a n dr ime p repos i t i ons .
\  t vp ica l  examp le  o f  the  use  o f  t ime  in  d i scourse  i s  the  fo i l ow ing: : r t ,  the f i rs t  t rvo paragraphs of  lvh ich \ \ ,ere g iven in  Exarnple 53 a u m ,  1 9 9 0 ,  p p .  I  i  5 _ 1  i  6 ) :

i16l as soon as we came in, an orde., thin peasant,, ,oman, probabry thehousekeepen, who at once recognized Mother. skrted to talk furt ively ina th ick  d ia lect ,  and in  her  bewi ldenment  f lappec her  arms l rke a  wr ld  duck.she was ternibly excited and beside her-serf,  and a,.ter a rr inute or soNacia ,  who had heard the fuss,  came runninc rn
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she was a lovely, dark blond young woman: sl im and graceful,  l ike a
bal lerina. And though she was very simply dressed, to me she instantlv
became the Pnincess of al l  the fairy tales I had even known.

Afrer" some t ime he. mother, ord Mrs. Norski,  tr-udged in, dressed al l
in black, leaning heavi ly on hen cane. cr ippled by arthri t is, she walked
slowly. I  noticed her immaculate hair-do, and only now I assume thar
undoubted ly ,  i t  must  have been a wig .  And I  cou ld  not  he lp  not ic ing the
wel l  po l ished,  o ld- fash ioned,  t ight ly  laced shoes reaching to  her^  midca l f ,
a type that I  had only seen in old photographs. we were taken at once
fo greet Mr". Norski himself,  who pr"esided in a heavy anmchair at a
mass ive rectangular^  oak tab le  laden wi th  wel l -worn Hebrew books.
Dr'essed in black, broad-shouldered, he appear-ed to be veny tal l ,  even
while sit t ing. Though he certainly must have been advanced in year.s, his
thick bear^d was not al l  that orav.

This text  employs the usual narrat ive past tense, which does not
in i tsel f  te l l  much about the per iod being descr ibed. The contrast in
sentence z  between " l  not iced"  and "on ly  now Iassume" suggests
the passage of a s igni f icant amount of  t ime in the l i fe of  a person,
but remains imprecise. The fact  that the old couple are both dressed
in black might suggest in some cul tures a per iod of  mourning, but
in others i t  s imply may be the preferred color of  dress for nrembers
of  the o lder  generat ion.  The ment ion o f  "o ld- fash ioned, ,  shoes s imi lar
to those appearing in "old photographs" places i t  af ter the mid-19th
century.  The ment ion of  arthr i t is may br ing i t  c loser to the present.
lf interpreters were to read the rest of the story and the other stories
that appear with i t  in the col lect ion from which i t  comes, they would
see that  the t ime is  the per iod dur ing Wor ld  War  l l .

The other part  of  sett ing, place, is related to the cul tural  concept of
ter r i to ry .  l t  i s  expressed pr imar i ly  through adverb ia ls ,  inc lud ing words
such as "here" and "there";  locat ion verbs and nouns, such as , ,s i te, , ,
" locate,"  "place,"  "posi t ion,"  and so on; and preposi t ional  phrases
indicat ing locat ion. In Example 1 6,  the larger sett ing ( i f  the whole story
was read) turns out to be mid-2Oth-centLrry Poland, and a smal l  subset
of that sett ing is the Pol ish-Jewish household depicted in that text .

The language of the text  reveals a number of  spat ial  c lues. One
of  the most  impor tant  is  the po in t ing adverb " in"  near  the beg inn ing
of the text .  Other examples of  the same usage include ' ,came running
in" and "trudged in."  Al l  of  these reinforce the concept of  an encloseJ
space, such as a house. Other verbal  c lues that act ivate frame knowl-
edge are "presided, "  " in a heavy armchair , , ,  and , ,at  a massive rec_
tangular oak table."  This image is of  a study-one of the rccnrs in a
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house.  The fac t  that  the people  ment ioned inc lude r r -p ica l  household

members  such as a  daughter ,  her  mother ,  the n to ther 's  husband,  and

a housekeeper,  agairr  suggests a house into which the outsiders "we"

have entered.  Cul tura l  i tems such as c lo th ing and furn i ture  and

part icular ly the "wel l -worn Hebrerv books" provide some further

informat ion, but again i t  rvould be necessary to read the ent i re book

to see how this household f i ts into the larger sett ing.

The elements that comprise the si tuat ion are rarely stat ic.  Part ic i -

pants,  t ime, place, and other var iables of  the si tuat ion to be discussed

in later sect ions may change as the discourse progresses'  l f  th is

happens, any words that refer to these elements wi l l  be subject to

.on i inua l ly  changing def in i t ions.  A typ ica l  example is  the fo l lowing:

t 17 l  F :  WhY don ' t  we  a l l  have  l unch

C:  Okay so that  would  be in  St  Jude 's  would  i t?

R:  Yes

[O.7 second Pause)
C:  OkaY so. : :
R:  One o 'c lock in  the ban

C: Okay
F:  0kay?
C. Okay then thanks veny much indeed Geonge=

R:  A l l  t ' ight
C: /  t  See You there

R: See You Lhere

C: Okay
R: Okay // bye
C: bye

[Guoted in  Lev inson,  1  983,  pp 316-317)

Here ,  p lace  i s  re fe r red  to  a l te rna te ly  as  "S t . Jude 'S , "  " the  bar , "  and

" the re . l '  I n  th i s  tex t ,  these  words  a l l  mean  "where  we  w i l l  have  lunch ' "

However,  the context  evolves wi th t l re  vary ing speci f ic i ty  of  the p lace

, , vo rds .  "S t . Jude 'S"  i s  l eSS speCi f i c  than  "bar . "  On  the  Other  hand ,

" the re"  has  va ry ing  degrees  o f  spec i f i c iW because  o f  be ing  a  po in t ing

\ . \ ,o rd .  Depend i 'ng  on  the  s i tua t ion ,  " the re "  cou ld  re fe r  to  "S t '  Jude 'S" '

the "bar , "  or .uJn par t  o f  the st reet  near  the restaurant '  Unl ike the

p lace  e lement ,  the  t ime  e lement  in  th i s  examp le  does  no t  evo lve '

The only  reference to t ime is  the speci f ic  designat ion,  "one o 'c lock ' "

Conversat ions such as th is  text  o f ten conta in the most  complex

examples of  evolv ing contexts .  Producer  and in terpreter  exchange

roles in  every move,  and usual ly  the d i t ierent  e lements of  the s i tu-



90 CHAPTER ]

Consider  how the e lements in  the fo l lowing text  conform to van

Di jk 's  cr i ter ia  for  normal  order ing:

t23) Not only the f loors, but the walls as well ,  were ful l  of colourful

covenings, which, to Mother' 's eye, seemed to be oniginal Persian rugs

They were fascinating, not thick, but of a dense weave' The r ich soft

cotours and intr icate designs were a feast to the eyes The one on the

dining noom wall  fel t  l ike nich velvet Lo the touch, and must have been a

representation of the eternal Garden of Eden, with exotic trees, some

never-seen f lower^s, and splendidly featured mythical birds, dr ' inking and

f lapp ing the i r  magni f icent  wings around smal l  aquamar ine pools '

[Baum,  1  99O,  P .  71 )

Table 1.2 indicates some of the i tems in this text  that contr ibute

to the pattern of  normal order ing. To establ ish that normal order ing

is crucial  to texture, t ry reversing the order of  some of the elements

in this text .  A great deal  of  explanat ion and clar i f icat ion wi l l  be

necessary to maintain an acceptable degree of texture, as in the

fo l lowing (par t ia l )  a t tempt :  "F lapp ing the i r  magni f icent  w ings around

smal l  aquamarine pools,  splendidly featured mythical  birds appeared

amongexotic trees and some never-seen flowers. A// this, from what

must Iuu. been a representation of the eternal Carden of Eden, was

portrayed in a hanging, velvet to the touch, on the dining room

wal l ."  Note that the added phrases, given in i ta l ics,  contain preposi-

t ions, which are needed to establ ish the relat ions between i tems that

are no longer in normal,  or expected order '  Even so, i t  is  obvious

that texture has suffered somewhat in this experiment.  Normal or-

der ing of  topic informat ion is c lear ly a part  of  what is perceived as

texture.
Topic structur ing var ies across several  di f ferent k inds of  discourse'

Examine once aga in  the tex t  g iven as Example 19:

TABLE 1 2
Nonmal Order^ing rn ExamPle 23

Menttoned nextMentioned first

f loors, walls [genenalJ
Persian rugs [whole)
Per-sian rugs [set)
Gar^den of Eden [includingJ
mythical birds [Possessing)

coverings Iparticular]
thickness, weave [comPonents]
one on dining noom wall [elementsi
rees, f lowens, binds [includedJ
wings IpossessedJ


