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The Spatio-Temporal Setting in Written Narrative Fiction. A Study of 
Interaction between Words, Text and Encyclopedic Knowledge in the 

Creation of Textual Meaning. 
 

Kari K. Pitkänen, University of Helsinki, FIN 
 
This work focuses on the spatio-temporal setting, the compositional frame, which 

provides the preliminary key parameters of the original situation and surroundings 

depicted by the text. The analysis is based on 150 text beginnings of English written 

narrative fiction supported by a lexical analysis mainly based on 20,000 WordNet 

lexemes.  

A clearly separate setting is not the norm. It occurred in only 37% of the 

material while 45% of the settings were established gradually or integrated into the 

text. A separate setting is slightly more common in space-oriented settings while in 

character and action-oriented settings the spatio-temporal aspects of the setting are 

established gradually. Settings focusing on physical surroundings tend to be separate 

while settings focusing on socio-cultural and mental aspects of the world are often 

provided gradually or integrated into the story.  

Spatial and temporal information is partly transmitted by other than primarily 

spatial or temporal expressions. Some lexemes name spatial and temporal frames 

while others trigger them. Creating a setting is based on connecting proper frame 

triggers and a co-text with what the reader supposedly knows otherwise. Thus, the 

same conventional frames and frame triggers tend to occur in settings. 

When the setting is based on a shared frame, less text is needed, making it 

possible to focus on characters and action, and to provide the surroundings gradually 

through either the narrator’s or the protagonist’s point of view. Often, textual 

information is enriched with encyclopedic knowledge and manipulated textually in 

order to evoke and modify a frame and/or textual meaning and to provide the reader 

with a specific point of view. The analysis of the settings and the lexicon revealed that 

the interface between language and the world, and the knowledge of the frames are 

crucial and should be taken into account both in lexical and text semantic descriptions.  
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1. Introduction 
 
For several researchers, including e.g. Labov & Waletsky (1967), Rumelhart (1975: 

213) and van Dijk (1980), a setting is a text-initial, structural macro-unit that 

describes the starting point and surroundings for a story by providing the main 

characters, the spatio-temporal location and other necessary background information. 

The clearest examples of this type of setting can be found in urban stories (studied by 

e.g. Labov & Waletsky 1967) and traditional fairy tales (studied by e.g. Rumelhart 

1975, Virtanen 1992), like The Pied Piper of Hamelin, which begins as follows:  
(1.1) “Hamelin is a pretty town on the river Weser in Germany. About 600 years ago, the 
town suffered a terrible plague of rats.” (The Pied Piper of Hamelin) 

 
Here, like in many fairy tales, the location (Hamelin) and the time of the story (600 

years ago) are explicitly given in a relatively separate setting, along with background 

information (the town having suffered a terrible plague of rats). However, narrative 

fiction (like novels and short stories) often uses more subtle means than fairy tales for 

creating the setting by relying on the human ability to derive additional information 

contextually from what is explicitly in the text. Additionally, there is not always a 

separate, explicit setting in narrative fiction. The spatio-temporal and other 

background information can be provided gradually or implicitly. 

The focus in linguistics has long been on reference, structure and lexical 

relations, but it has been changed by the advent of pragmatics, text and discourse 

linguistics. It is recognized that in addition to purely referential information, 

information on use and context is also transmitted by the text. Words themselves are 

also multifunctional in that there are several different types of information associated 

with them. This information can be activated and modified contextually.  

Let us have a look at (1.2)1 from the beginning of Gaudy Night by Dorothy 

Sayers:  
(1.2) “Harriet Vane sat at her writing-table and stared out into Mecklenburg Square.” (Sayers 
1987b/1935) 

 
The actual location is not the one explicitly stated in the text, i.e. Mecklenburg Square, 

nor is the location explicitly stated. However, it can be inferred. In (1.2) the word 

writing-table, which in itself does not refer to a location but an artefact, is associated 

with a prototypical location. When encyclopedic knowledge associated with writing-
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tables is combined with staring out, the reader can interpret the actual location as 

being indoors rather than outdoors and that this location has a view to the square. The 

writing-table evokes an association with the room at the stage when the room has not 

yet been mentioned in the text. The name of the square brings additional associations 

of the potential global surroundings to the text.2  

If the explicit code alone does not provide all the material for the 

interpretation, as was the case in (1.2), this means that textual meaning is by nature 

more global than described in semantic theories, which tend to focus on words and 

sentences only. Textual meaning is not just about combining sentences. Rather, the 

textual whole functions in relation to the discourse established by the text. There is 

more information available for the reader through what is otherwise known and 

textually evoked. For this reason, the author needs to know what specifically is needed 

for evoking the necessary associations of the surroundings, and how this information 

can be contextually modified to suit the communicative needs aimed at. 

In addition to spatio-temporal words, I discuss the role of non-spatio-temporal 

words (like writing-table) which can be used for evoking a spatio-temporal setting. 

These frame triggers (cf. Section 3.2.1) are typically associated with a particular kind 

of a spatial or a temporal location. For example, Darwin refers to a city in Australia 

and a college in Cambridge, but it also refers to the famous scientist after whom these 

places are named. In other contexts this same word can also refer to other characters 

and even locations. This ambiguity is resolved by using contextual information and 

matching it with encyclopedic knowledge. Frame triggers need not necessarily be 

nouns. Also verbs like diving or skiing express activities typically associated with 

specific locations and seasons. Thus, such words carry with them additional cultural 

and physical, but also spatio-temporal knowledge, and this knowledge needs to be 

contextually activated in order for it to function in establishing the setting.   

Example (1.2) clearly shows that there is a need for investigating both culture-

specific lexical knowledge and how it is used – and especially the role of contextual 

inferences attached to the words used in a text. For this reason, I do not consider the 

setting only as a textual phenomenon but also partly as a discourse phenomenon. 

                                                                                                                                                                          
1 For a more detailed discussion of this example, see Pitkänen 2001a. 
2 For example, knowledge of Mecklenburg being a German town. 
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Namely, a text reflects the discourse strategy it relies on and represents the discourse 

in which it is supposed to be used (cf. Section 3.1.).  

Thus, the setting is based on (a) a network of associations and (b) the 

interaction between language and what it can be used for. The relevant parts include 

not only the lexical elements and the structures where they occur, but also 

encyclopedic knowledge associated with them. Technically, all the author needs to do 

in describing the surroundings is to provide enough associative clues, while focusing 

on developing other aspects of the forthcoming story. A text functions well if the 

reader can interpret the linguistic clues.  

 
1.1. Research Questions and the Structure of the Work 

 
The present work focuses on spatio-temporal settings. The most central research 

question, which I will focus on after the introduction and other preliminary discussion 

on the material, methods and some of the most central technical terms, is the 

following: 

• What are the properties of a typical spatio-temporal setting in English narrative 
fiction and how can the setting be created by the text?  

 

Since this is a relatively complex question, it needs to be divided into a set of 

more specific questions. First of all: 

• How do settings differ from one another?  
 

In Chapter 4, I will note that there is some variation between the settings. 

Based on the analysis of this variation, I will determine the central textual properties 

of typical settings and the correlations between these properties. I will note that there 

are certain differences e.g. in thematic emphasis (e.g. whether the text focuses on 

characters, action or something else) and then focus on space and time-oriented 

settings. In Chapter 5, I will claim that in addition to thematic emphasis, settings differ 

in relation to the information provided (i.e. mental, socio-cultural, physical) for e.g. 

discourse strategic reasons. Since these types of parameters influence the setting type, 

spatio-temporality at this point will be investigated in a wider context. For example, 

the lexical information provided by different types of settings needs to be considered. 

If settings differ in relation to the type of lexical information provided, then there must 

be some differences between space and time lexicon-internal sublexicons as well. 

Therefore, the second question I ask is: 



 4

 
• What is the English spatio-temporal lexicon composed of and how is it 

motivated? 
 

In Chapter 5, rather than looking at the lexicon-internal relations, as is done in 

e.g. Thesauri or WordNet, the present work investigates the core motivational criteria 

behind the English spatial and temporal sublexicons and contrasts these sublexicons 

with settings focusing on mental, socio-cultural and physical aspects. Thus, the third 

subquestion is: 

 
• What is the relationship between the spatio-temporal sublexicons and the 

settings?  
 

The sublexicons used in the settings are relatively conventional and certain 

types of frames (see Section 3.2.1) tend to be more common than others.  

However, settings do not rely on the explicit text only. For this reason, I will 

investigate both the explicit and the implicit aspects of the setting. Thus, the fourth 

sub-question is: 

 
• To what extent is the setting based on text-external encyclopedic knowledge 

activated (or triggered) by the text?  
 
 

Often the explicit text is not enough. In these cases, the setting should be based 

on implicitly attaching the right frame to the text by combining the right kind of 

lexical cues. This is why I will also discuss the relationship between frames, frame 

triggers (cf. Section 3.2.1) and co-text (i.e. textual environment) in Chapter 6, where 

I ask the fifth sub-question: 

 
• How can the text-external encyclopedic knowledge be activated and textually 

modified? 
 

In Chapters 6-7, I note that one of the problems is that in written narrative fiction the 

spatio-temporal setting is not only about frame attachment but often a question of 

evoking and manipulating encyclopedic knowledge according to textual information 

in order to create a new text-specific illusion of a location which feels authentic but 

need not be such. I shall discuss this as linguistic painting (cf. Section 7.1.). 

Basically, linguistic painting deals with attaching a proper frame to a text and 

modifying it co-textually with an inbuilt point of view (e.g. that of the narrator or the 
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protagonist). In Chapter 7, I will both discuss linguistic painting and contrast it with 

some other properties of settings; and then focus on certain genre differences in 

settings where linguistic painting is especially needed. In a more global scope, I will 

also consider the general principles according to which specific discourse strategies 

function in written narrative fiction. This is done in Chapter 8. 

 
1.2. Theoretical Background 

 

The present work applies linguistic methods to literary texts. The material, English 

narrative fiction, consists of literary texts which are the traditional domain of literary 

studies, but the point of view, research questions and methodology are all linguistic. 

Namely, the theory-centered focus is clearly on language rather than on e.g. aesthetics 

of individual works of art (for a discussion, see e.g. de Beaugrande 1993). Texts 

function as representatives of types and the functioning of language and the types to 

be analyzed in detail are determined through an investigation of several parameters in 

a collection of different types of texts rather than as individual texts. However, there 

are some trends where these two separate fields are approaching one another. A good 

example is literary pragmatics, which according to Mey (2000: 12) “studies the kind 

of effects the authors, as text producers, set out to obtain, using the resources of 

language in their efforts to establish ‘a working cooperation’ with their audiences, the 

consumers of the texts”.  

The core questions of the present work overlap and partly merge with four 

specific traditional disciplines in linguistics (semantics, pragmatics, text linguistics 

and discourse analysis) as presented in Diagram 1: 

Semantics: e.g. the 
spatio-temporal 

lexicon 
↔ Text Linguistics: e.g. co-

textuality, cohesion 

↕ The Present Work: Focus on the complex 
relationships between words, lexicon, text, co-

text, context and encyclopedic knowledge in the 
creation of the spatio-temporal setting in English 

written narrative fiction 

↕ 

Pragmatics: e.g. 
use, function and 

contextuality 
↔ Discourse Analysis: e.g. 

coherence, interaction 

Diagram 1. The focus areas in linguistics being investigated for the present work  
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As Diagram 1 shows, the traditional modularity is replaced by a more global, 

interdisciplinary approach, where the focus is on linguistic phenomena which partly 

belong to all of these areas. However, this means that some of these areas need to be 

extended from the strictly traditional approaches. 

Traditionally, reference and meaning at the levels of words and sentences, the 

logical structure of propositions, lexical relations, lexicon as a system etc. have been 

among the core areas of semantics. However, in the more recent definitions (e.g. 

Leech 1969: 5, Palmer 1993: 5, Saeed 1997: 3), semantics is simply defined as the 

study of meaning communicated through (natural) language. The areas focusing on 

semantics in the present work consist of three parts: the nature of the spatio-temporal 

lexicon (discussed in Chapter 5), the nature of textual meaning, and the relationship 

between these two. In Chapter 5, instead of concentrating on traditional lexicon-

internal relations (as in WordNet and Thesauri), the emphasis is on the motivation of 

the primary categories within space and time, which are contrasted with contextuality 

and communicative needs that arise in use. The central questions are both how textual 

meaning functions and the relationship it has to words and sentences. There is some 

earlier work on textual meaning, especially within lexical cohesion (e.g. Halliday & 

Hasan 1976, Hoey 1995), but the present work differs from earlier approaches in that 

it focuses on a more global compositionality (cf. Pitkänen 2001). The traditional word 

and sentence level investigations are extended to the textual level, and to interaction 

between the lexicon and textual use by comparing the spatio-temporal lexicon with 

actual textual use in the settings of narrative fiction (Chapter 6). 

While semantics focuses on meaning, traditional pragmatics focuses on “the 

conditions of human language use as these are determined by the context of society” 

(Mey 1993: 42) and in this sense it includes various types of cognitive, social, and 

cultural studies of language and communication (Verschueren, Östman & Blommaert 

1995). Also in the present work, language is investigated as a part of a wider 

communicative situation tied to the context and shared, encyclopedic knowledge. 

Even though the emphasis is on texts, they are investigated as a part of 

discourse. This means an extension of the traditional text linguistics, which focuses 

on  things like form, structure, cohesion (e.g. Halliday & Hasan 1976; Hoey 1995), 

stylistics (e.g. works by N.E. Enkvist) text type and genre studies (e.g. Werlich 1979, 

de Beaugrande 1980, Grimes 1975). 
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The idea of textual structures is relevant for the present work. The setting is 

traditionally considered as a part of the textual structure. As I mentioned at the very 

beginning of this introduction, for people like Rumelhart (1975: 213), van Dijk 

(1980), Labov (1977: 362), Labov & Waletsky (1973, 1967: 32), Mandler (1984: 22), 

a text consists of a complex system of structured units and the point is in specifying 

the units and the core relations between them:  
“stories have an underlying, or base, structure that remains relatively invariant in spite of 
gross differences in content from story to story. This structure consists of a number of ordered 
constituents. Traditional stories begin with a setting … [which] … is followed by one or more 
episodes that form the overall plot structure of the story.” (Mandler 1984: 22.) 
 

However, there are some alternative approaches to investigating texts, 

especially the content-oriented (e.g. Schiffrin 1994: 363-364) and the interaction-

oriented (e.g. de Beaugrande 1995: 542) approaches, where text is not only a 

linguistic unit, but also “an event of human action, interaction, communication, and 

cognition” (ibid.). Also in this work, the setting is not only that structural part of the 

beginning of a text where the narrator, protagonist and other characters are named and 

a situation given before the subsequent episodes (as in e.g. Labov & Waletsky 1967, 

Rumelhart 1975, van Dijk 1980), but it is seen as an important part of textual 

meaning. The setting is seen as a more global discourse structure rather than merely a 

textual structure. It is the basis for textual meaning in narrative fiction, and it is then 

maintained and modified while the subsequent episodes take the plot forward. In the 

present work, the textual analysis is also partly used for detecting discourse strategies 

(Chapter 7) and general principles (Chapter 8) by which textual meaning is established 

in narrative fiction. 

The traditional material for the investigation of narratives includes urban 

stories (e.g. Labov & Waletsky 1967) and fairy tales (e.g. Rumelhart 1975, Virtanen 

1992) and focus has mainly been on individual texts. The present work differs here in 

that it is based on a corpus of 150 text beginnings. Additionally, the textual material 

consists of relatively subtle and complex settings of English narrative fiction.  

In fiction, the setting, like the rest of the spatio-temporal information, can be 

created not only by explicit means (studied e.g. in Virtanen 1992) but also indirectly. 

This means that texts need to be investigated in relation to both pragmatics and 

discourse analysis. This is also the modern trend in general. For example, Östman & 

Virtanen (1995: 240) note that modern “text linguistics is just as interested in 
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processual aspects of language as discourse analysis.” Thus, just like Östman & 

Virtanen (ibid.), I use discourse analysis “as an umbrella-term for all issues that have 

been dealt with in the linguistic study of text and discourse” (ibid.). Even though 

textual studies often methodologically focus on the materiality, form and structure and 

discourse studies focus on content, function and social significance of language (Kress 

1985: 27), some of the recent textual approaches aim at taking the wider contextuality 

into account (as in e.g. Functional Linguistics by M.A.K. Halliday et al. or Critical 

Discourse Analysis by Norman Fairclough etc.) and thus extend the traditional scope 

of text linguistics. 

In some recent approaches, which include studies on what e.g. de Beaugrande 

(1980, 1984) and Werth (1995, 1999) call text world, the wider contextuality is 

extended to cover various types of assumptions on the cognitive processes behind the 

production and interpretation of texts in a discourse. For example, de Beaugrande 

(1980: 24; 1984: 77-78) claims that the text world is the cognitive correlate of 

concepts and knowledge activated by a text in use. It is a kind of a mental model but 

not on the level of sentences as in e.g. Johnson-Laird (1983) but on the more global 

levels of text and discourse. In the present work the focus is on textual meaning (cf. 

Section 3.1). Since the present work does not include psycholinguistic tests, the core 

hypothesis is not extended to cognition. Yet, textual meaning is connected to the idea 

of frames, originally presented by Minsky (1975, 1980), and later developed by e.g. 

Emmott (1997), and the relationship between the frames, thematic emphasis, textual 

strategies and textual meaning is here carefully investigated by textual analysis. 

To sum up, several things make the present work different from the traditional 

approaches mentioned above:  

(1) The textual material of the present work is not straightforward urban 
stories (studied e.g. in Labov & Waletsky 1967) or fairy tales (e.g. 
Rumelhart 1975) as in Example 1.1 but more subtle and complex 
settings of English narrative fiction.  

(2) Rather than using just one or a few texts as the material which is common 
in earlier studies, my analysis is based on a corpus of 150 text 
beginnings.  

(3) In fiction, the setting like the rest of the spatio-temporal information can be 
created not only by explicit means (studied e.g. in Virtanen 1992) but 
also indirectly. This indirectness is taken into account in the present 
study. I view space and time in a more global, textual and situational 
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context rather than focusing on the explicit markers, such as tense or 
adverbials only.  

(4) In addition to the textual analysis, the present work concentrates on the 
spatio-temporal lexicon and the means available for encoding spatio-
temporality. (Chapter 5.) 

(5) Rather than focusing on either texts or the lexicon, I compare the spatio-
temporal elements provided by language with how they are 
actually used in narrative fiction for establishing a spatio-temporal 
setting. (Chapter 6.) 

 (6) Perhaps the most important difference is in the point of view. In this work, 
the setting is not only that structural part of the beginning of a text 
where the narrator, protagonist and other characters are named and a 
situation is given before the subsequent episodes (as in e.g. Labov & 
Waletsky 1967, Rumelhart 1975, van Dijk 1980), but it is seen as an 
important part of textual meaning. In narrative fiction, the setting is 
essential for a representation, an illusion of (typically past) events, 
which could have taken place in an imaginary world3 depicted by the 
text. The setting is the basis for textual meaning, and it is then 
maintained and modified while the subsequent episodes take the plot 
forward. In the present work, the textual analysis is also used for 
detecting the discourse strategy (Chapter 7) and the general principles 
(Chapter 8) by which textual meaning is established in narrative 
fiction. 

 

                                                            
3 De Beaugrande (1980: 24; 1984: 77-78) and Werth (1995, 1999) call it Text World. 
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2. Material and Methods 
 
The material used in the present work consists of both lexical material, including 

various lexical sources, like the WordNet lexicographer’s files, which are used for 

determining what the language system provides, and text beginnings from various 

types of narrative fiction, used for investigating how words (as frame triggers) are 

used for evoking the setting and for establishing textual meaning. The methodological 

emphasis is on the textual material. For the purposes of the present work, I define 

narrative fiction, the material of the present work as follows: 

Narrative Fiction is a text type of narrated stories. Each text of narrative fiction 
consists of a structured meaningful whole which depicts successive events in real or 
imagined surroundings as they are experienced by a fictional protagonist or 
observed, imagined or remembered by a narrator.  

 
Methodologically, the present work consists of several stages. The first stage 

was to analyse a smaller set of texts to specify the most central spatio-temporally 

relevant properties and parameters of the settings. Even though some of the 

parameters are not based on counting surface markers they were recognizable from the 

texts, especially when contrasted with a large number of other texts analysed 

according to the same set of parameters. Based on this qualitative analysis, a form and 

a table (cf. Appendix II) were designed and used to systematically collect and analyse 

quantitatively a variety of properties including the explicit, lexical spatial and 

temporal information, the location where the text was set and how the setting was 

accomplished in relation to the lexicon and encyclopedic knowledge as parts of textual 

meaning (cf. Appendix III). At the same time, the spatio-temporal core lexicon was 

compiled (see 2.2.2). In the textual analysis, the lexicon used and the co-text were 

contrasted to see what was implicitly evoked. The information of the explicitly stated 

and implicitly evoked frames (see 3.2.1) was classified and contrasted with the lexical 

material used and the lexical classification in general. The textual analysis was used as 

a basis of profiling different types of settings and the central mechanisms by which the 

settings were established (see Appendixes II, III and IV). The interaction between 

various types of parameter clusters was investigated in detail. Based on the profiles, 

the prototypical representatives were reanalysed carefully in order to find the central 
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mechanisms by which a spatio-temporal setting is created, and contrasted with other 

partly resembling texts. 

 
2.1. Texts  

 
The present work focuses on the central mechanisms of how the setting is established 

in narratives. Since I shared the tacit assumption with Virtanen (1992b) and Björklund 

& Virtanen (1991) that narratives are the basic type of texts, I focused on text-

internal rather than text-external criteria in the selection of the material. The point 

was in detecting the central properties and common strategies used in prototypical 

settings. For detecting variation in selection and use, the material of the present work 

can later be extended and contrasted with text-external parameters for detecting 

differences between e.g. male and female authors, different ethnic and areal groups 

and varieties of a language and for detecting diachronic evolution of the modern 

variety. However, the influence of these text-external parameters was tested in several 

cases for detecting distortions in the conclusions. 

The textual material was mainly used for investigating the textual realization 

of the spatio-temporal setting and the common frame types referred to. The lexical and 

textual means for evoking a frame were investigated in a corpus consisting of 150 

beginnings of English narrative fiction. The length of the settings varied from one 

to several pages, depending on the text. The main point was in having as much of the 

beginning as was needed for determining the spatio-temporal surroundings.  

Originally, the material selected was meant to be used as a part of a much 

larger study investigating the creation, maintenance and modification of textual 

meaning. At that stage, my focus was on the explicit markers of space and time (e.g. 

Pitkänen 1996). However, I soon realized the need for investigating the implicit 

aspects of the setting as well. In the original selection of the material, my plan was to 

include as different types of settings as possible in the corpus, rather than focusing on 

a single author, genre, theme, period or language variant. The focus was on the 

general discourse mechanisms for creating the spatio-temporal setting rather than 

stylistic differences.  

The material was collected in two stages. In the first stage, when I collected 

two thirds of the material, I focused on having variation in relation to content and the 

surroundings described (including both real and imaginary surroundings). I wanted to 
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focus on the relatively recent Anglo-American literature, with some contrastive 

examples of other areal variants of English as well, covering different genres, and not 

only classics. Some of the works were from the same author. The idea behind this was 

to investigate author-specific variety in the creation of the setting (this line of 

investigation was not continued when the focus of investigation became more 

focused). At the second stage, I included more female authors, Native American 

authors, Australian short stories, and settings which for any reason seemed to differ 

from the earlier material.  

Thus, for the textual investigation, I included material with as much variation 

as possible with respect to several parameters. There is variation in relation to (1) the 

textual properties of the work and (2) properties of the author and publication 

time.4 Originally, the data was collected to cover text-internal variation only. During 

the analysis, I extended my questioning to include some text-external parameters, like 

author’s sex, ethnic origin, and time of publication. Since I noticed that there were 

certain tendencies that partly seemed to be influenced by these factors, I extended my 

discussion to these parameters, even though the coverage is not balanced for all the 

text-external parameters.      

The textual properties considered include variation in textual form, genre,5 

content type and the complexity of the inner structure. The tacit assumption was that 

narrative strategies develop by time and are text type and genre specific.  

Werlich (1979) classifies text types into five categories based on e.g. form and 

function: narrative, instructive, argumentative, expositive, descriptive. The 

development of these and other text types as forms is related to the function and the 

discourse patterns (cf. e.g. de Beaugrande 1980: 196). Narratives as a text type can be 

further classified as e.g. Östman (1999) does according to the text form into e.g. 

reporting and story-telling which have additional variants. Since all the material of the 

present work consists of narrative type, story-telling form, and story as the variant, I 

have made further form and function specific classifications presented in Table 2.1  In 

the material, the variety in conventionalized form covers novels, short stories, 

extended short stories, journals and fairy tales. 

                                                            
4 The key properties of the text corpus are listed in Appendixes I and III. 
5 For differences between traditional notions of genre and text type, see e.g. Heikkinen, Hiidenmaa & 
Tiililä 2000: 66, Saukkonen 2001: 142 for genre; Werlich 1979, de Beaugrande 1980: 197; Grimes 
1975 for text types. 
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Textual Form  Number & 
Percentage 

Examples 

Novel (NOV) 82 (54.7%) Hemingway: A Farewell to Arms 
Short Story (SST) 47 (31.3%) Cowan: “Night” 
Extended Short Story (SH-N) 3 (2%) Conrad: Heart of Darkness 
Journal (N/J) 2 (1.3%) Defoe: A Journal of the Plague Year 
Fairy Tale (FTA) 2 (1.3%) Wilde: “The Happy Prince” 
Biography (BIO) 1 (0.7%) Cannary: Calamity Jane 
Other  13 (8.7%) (BofE material) 
Total: 150 (100%)  
Table 2.1. The distribution of narrative forms in the corpus 

 
In addition to the variety in the conventionalized form, the material covers a 

variety of genres which differ thematically, stylistically, structurally (e.g. Bakhtin 

1986) and with respect to discourse characteristics. Heikkinen, Hiidenmaa & Tiililä 

(2000: 66) note that there are also several other ways for distinguishing what a genre 

is. They note that genre consists of texts which aim at fulfilling shared communicative 

needs (e.g. John Swales 1990) or a particular way of using language which serves 

specific social practices (e.g. Norman Fairclough 1997). In Functional Linguistics 

genre is is characterized multi-functionally and connected with ideational field, 

interpersonal tenor and textual mode (e.g. Martin 1999: 31, 39). For example Martin 

(id.: 40) is interested in  mapping culture as a system of genres, and as Heikkinen, 

Hiidenmaa & Tiililä (2000: 66) note, in this type of research the analysis of registers 

(as situational contexts) and genres (as e.g. cultural contexts) support one another. For 

Östman (1999: 79), story is a genre, which consists of various sub-genres, like fairy 

tale, folk tale, novel etc.  

In the present work, the material is categorized into genres mainly based on 

traditional content and discourse types, and other traditional characteristics. The 

distribution of the sub-genres in the material used for the present work is presented in 

Table 2.2. The material includes detective stories, science fiction, texts located in 

historical surroundings and cultural catastrophes, like a war. I have included 

adventures, ghost and horror stories, stories of love and human relations as well as 

biographical and other types of stories (cf. Appendix I). A few fairy tales and other 

children’s literature were used as a contrastive material. 
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Genre Number & 
Percentage 

Examples 

Biographical6 (BIO)  14 (9.3%) Cannary: Calamity Jane 
Irving: A Prayer for Owen Meany 

Science Fiction (SF) 13 (8.7%) Clarke: 2010: Odyssey Two 
Detective Stories (DET)  12 (8%) Doyle: The Hound of the Baskervilles 

Christie: Nemesis 
Horror (HOR) 10 (6.7%) Stoker: Dracula 
History & War (HW) 9 (6%) Demaria: Stone of Destiny 

Hemingway: A Farewell to Arms 
Adventure & Action (AD)  7 (4.7%) Burroughs: At the Earth’s Core 
Love & Human Relations 
(LOV) 

5 (3.3%) Lawrence: Lady Chatterley’s Lover 
Austen: Sense and Sensibility 

Crime in a Historical 
Setting (D/HW) 

2 (1.3%) Peters: The Devil’s Novice 

Fairy Tale (FTA) 2 (1.3%) Dickens: “A Christmas Carol” 
Other (OTH) 33 (22%) Vidal: Duluth, Incl the BofE Material 
Unclassified Trad. Short 
Stories (SST)7 

43 (28.7%) Joyce: “Eveline” 

Total 150 (100%)  
Table 2.2. Genre distribution 

 
There were also differences in the complexity of the inner structure, e.g. length 

of the textual units, complexity of cohesive layers and the overall structure of the 

works. For example, John Irving’s long novels, which are composed of long 

chapters, are a strong contrast to e.g. Kurt Vonnegut’s shorter units and a more 

complex macro unit structure in a much shorter work. Some of the texts were written 

as diaries, some included embedded letters or (fictional) newspaper clippings. 

In addition to the textual properties, properties of the author and time of 

publication were considered. The material covers male and female authors using 

different varieties of English. The most crucial author-specific parameters to be 

considered are the ethnic and linguistic variant of the author, and the material covers 

several areal and cultural variants of English. Even though I have included Irish, 

Indian, Australian and Native American stories,8 I focus on the American and the 

British literature (cf. Table 2.3 on the author’s cultural background) since these 

cultures are more dominant and I have more cultural and geographical background 

knowledge of these areas and literature than of other English speaking areas.  

                                                            
6 Biographies are a distinct set of texts specified on the basis of both form and discourse 
characteristics. This category includes real and fictional biographies.  
7 In this category, Clarke’s science fiction is counted as SF, James’ horror stories as HOR. However, 
the extended short stories by Conrad are counted as short stories. 
8 Only one Canadian-American author (S. Bellow) is included to the material, listed as American, 
while R. Kipling and V.S. Naipaul represent other English speaking areas. J. Conrad (orig. Polish) is a 
foreign author writing in English, and S. Natsuki is an English translation. 
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Variant of 
Language/Culture 

Number & 
Percentage 

Examples 

American 67 (44.7%) E. Hemingway, M. Cannary, J. Kerouac9 
British 49 (32.7%) D.H. Lawrence, E.M. Forster, J. Austen10 
Irish 11 (7.3%) J. Joyce, B. McLaverty 
Australian 7 (4.7%) J. Morrison 
Native American 4 (2.7%) Ed Edmo, Bruchac 
Indian 1 (0.7%) R. Kipling 
Other 9 (6%) J. Conrad (Polish), V.S. Naipaul (Trinidad), H. James 

(Br./Am.), I. Asimov (Ru/Am), Bellow (Can/Am) 
Translations 2 (1.3%) Natsuki (Japanese), Verne (French) 
Total 150 (100.1%)  
Table 2.3. Distribution based on the author’s ethnic background and/or language variant 
 

Another parameter considered was the time of publication which provides the 

rough temporal period of time. Since I am interested in the potential linguistic means 

for creating the setting in relatively recent works of narrative fiction and since the 

number of works published has increased dramatically during the past decades, it was 

natural to emphasize relatively recently published works. Thus, the emphasis in the 

material increases towards the 20th century. (See Table 2.4) 

Publication Time Number & 
Percentage 

Examples 

18th century 2 (1.3%) Fielding (1749): Tom Jones 
1800-1850 5 (3.3%) Shelley (1818): Frankenstein 

Bronte (1847): Wuthering Heights 
1851-1900 23 (15.3%) Melville (1851): Moby Dick 

Joyce (1881): A Portrait of the Artist as a Young Man 
1901-1950 31 (20.7%) Forster (1908): A Room with a View 

Joyce (1914): “Araby” 
Lawrence (1928): Lady Chatterley’s Lover 
Sayers (1937): Busman’s Honeymoon 
Rawlings (1940): “The Pelican’s Shadow” 

1951-2000 63 (42%) Kerouac (1955): On the Road 
Hughes (1962): “Snow” 
Durrell (1975): Monsieur 
Vonnegut (1985): Galápagos 
Dorris (1994): A Yellow Raft in Blue Water 

Uncertain11 26 (17.3%)  
Total 150 (99.9%)  
Table 2.4. Distribution of publication time 

 
I considered the differences between individual works and the surroundings 

described to be more central for the present study than differences between the sexes 

of the authors. However, I have included both sexes (Table 2.5) and authors with 

different types of background in the corpus. However, since the selectional emphasis 

                                                            
9 The other American authors include e.g. B. Malamud, E.L. Doctorow, G. Vidal, J. Darnton, J. Irving, 
J. Heller, K. Vonnegut, M. Twain, P. Roth, R.M. Pirsig, S. Bellow, S. King, T.  Morrison. 
10 The other British authors include e.g. A. Christie, A. Powell, A. C. Doyle, C. Dickens, E. Bronte. 
11 The time of the original publication was not explicitly given in the source. 
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was on the text-internal rather than text-external variety, and the tacit assumption was 

that there would not be dramatic differences based on sex, the material was not 

balanced in this respect. Thus, male authors dominate the material, as they have 

dominated the markets, even though both the importance and the number of women 

authors are steadily increasing.12 Whether there are differences between male and 

female authors was tested in relation to some of the central parameters, and the 

preliminary results indicate that there actually are some differences e.g. in selecting a 

frame type. However, there is also some individual variation in these matters and I 

believe that the material covers the most common types of settings, frames and other 

central properties used by both male and female authors. The women authors whose 

works are used as a material include both classics (like those by J. Austen and E. 

Bronte) and more recent works, like popular detective stories (e.g. by A. Christie and 

D. Sayers) and other material like short stories from a collection of works by 

American wives.  

Author’s Sex Number & 
Percentage 

Examples 

Male 97 (64.7%) A.C. Doyle, E. Hemingway, J. Joyce, M. Twain, etc.  
Female  39 (26%) J. Austen, E. Bronte, D. Sayers, A. Christie, M. Shelley, etc.  
Unidentified13 14 (9.3%) The Bank of English Material 
Total 150 (100%)  
Table 2.5. Distributions of works by authors of different sexes 

 
I have included mainly narrative and descriptive settings, with only limited 

exceptions. Both different types of texts and textual surroundings (frames) were 

selected (see Appendixes IV & VII), but the choice was not based on a pre-

classification. Since text-specific differences were more relevant for me than e.g. 

authorship or gender, in some cases I have also included more than one work by the 

same author (e.g. short stories from the Dubliners by James Joyce). In addition to the 

paper versions, a selection of 13 narrative beginnings, both American and British, 

were chosen from the draft version of the machine-readable Bank of English 

material, which was morphologically tagged at the Department of General Linguistics 

at the University of Helsinki (Järvinen 1994). The full description of the material in 

relation to the properties described above can be found in Appendix IV.  

                                                            
12 As Virginia Woolf (1929) noted, the situation was worst before the eighteenth century, when there 
was no continuous writing done by women. 
13 The category unidentified includes works where the full name was not given in the source. For this 
reason it was impossible to know the author’s sex. 
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Since each work consists of several interlinked parameters, not everything can 

be evenly balanced. When all the separate parameters are clustered together, the 

average representative of my material is a biographical novel by an American male 

author, in a work published during the latter half of the 20th century, with some 

variation around these properties. As a result of the analysis, some additional but 

crucial recurring content properties showed that there is enough variation in the 

sample. These properties include e.g. differences in (a) areas described (i.e. different 

frame types), (b) narrator-protagonist –relationships and (c) thematic emphasis. 

Also, the relation between the narrator, the protagonist and the other 

characters varies in the material. I have included texts with both first and third person 

narratives, the narrator both within the world described in the text (e.g. as the 

protagonist) and as an outsider. The material also contains variety with respect to the 

differences in the thematic emphasis (action, space, time, characters) and the interface 

with the world (i.e. texts differing in mental, socio-cultural and physical orientation). 

The main emphasis in the selection of the textual material was specificly in 

detecting the most common properties of prototypical spatio-temporal settings. Since 

the textual material varies in relation to several parameters, I believe it can be used as 

a basis for detecting the common mechanisms for creating a setting and the variety 

around the common, prototypical setting types in English narrative fiction. For certain 

additional gender and culture based differences (e.g. in the tendencies for selecting 

frames) and other contrastive studies on distribution based on particular text-external 

criteria, a wider corpus of slightly differently balanced corpus would be needed. 

 
2.2. Lexical Material 

 
The lexical material was mainly used for investigating the nature of the spatio-

temporal lexicon in English. Both the lexicon and the settings were contrastively used 

for investigating the relationship between the world (as mental, socio-cultural and 

physical layers) and the English lexicon as a system. Once the main motivational 

criteria and the distributions of the central spatio-temporal sublexicons were detected, 

it was possible to compare these lexicons with how they were actually used in the 

texts and to see whether settings differ with respect to the same type of criteria as the 

lexicons, and whether certain domains were more common than others. 
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Methodologically, the focus is on the lexicon of nouns, where most of the 

frame-related spatial and temporal information is. I refer to the lexicon of verbs or 

morpho-syntactic means only occasionally. For example, tense is discussed only as a 

part of the general discourse profile. The spatio-temporal lexicon is collected from 

several sources, e.g. lexical databases (mainly WordNet), dictionaries and atlases. The 

aim was to focus on the central properties of both spatial and temporal lexicons, not to 

create a full spatial and temporal lexicon with descriptions. The lexical analysis of 

texts was used for detecting the prototypical frames and the typical words associated 

with these frames. 

The most obvious sources for lexical investigations are usually traditional 

monolingual and bilingual dictionaries or Roget’s Thesaurus. Traditional 

dictionaries, like Collins Cobuild, Longman, Oxford dictionaries and the American 

Heritage Dictionary, are descriptive with some etymological information, information 

of morpho-syntactic behaviour of words and some examples of use. The traditional 

material is convenient for a person looking for a specific sense of a word or 

interlingual meaning correspondences, pronunciation etc., but this material is not 

practical for domain-specific investigations. In these dictionaries, lexemes are simply 

listed in alphabetical order; no semantic structure of the lexicon is given. There are no 

lexical relations marked, nor enough systematically described contextual information. 

For detecting spatial and temporal words, the whole lexicon would have to be 

reclassified. Additionally, the coverage is not quite as good as it is in lexical 

databases, like WordNet. For example, most of the widely shared proper names for 

locations are not listed in traditional dictionaries. In many cases and for an average 

dictionary user, who is searching for a sense or a word, a large part of this type of 

information would not be relevant either. Thus, Collins Cobuild, Longman and the 

American Heritage dictionaries were mainly used in this study as contrastive 

examples and for checking some of the senses of the words in wordlists. 

What I needed was a structured lexicon, and there are two options available: 

Roget’s Thesaurus or WordNet. The lexical relations are presented well in both 

approaches. Roget’s Thesaurus is a semantically structured lexicon which contains 

some lexical fields and connections between synonyms and antonyms. The main 

problems are the limited coverage, lack of name lexicons and lack of more global 

lexical fields. Even though there are hierarchic, numbered relations between spatial 
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and temporal lexeme sets, they do not constitute wider sublexicons of their own. For 

example, in the 1972 edition, time consists of three categories: absolute, relative and 

recurrent; with 35 sets of words. Space is classified into four categories: space in 

general, dimensions, form and motion; 137 sets of words.  

WordNet contains semantic information on the lexical fields (synsets) which 

remotely resemble Roget’s Thesaurus. Additionally, the WordNet Lexicographer’s 

files14 have a far better coverage than traditional thesauri and they contain information 

of lexical relations and also proper names for people and places. WordNet is based on 

large machine-readable text corpora, just like some other recent traditional dictionaries 

(e.g. Collins Cobuild). Providing a machine-readable version also makes WordNet 

more user-friendly. Machine-readable lexical databases are needed especially for 

systematically evaluating what the lexicon is composed of. 

The lexicon of WordNet (version 1.5.) has 111 502 lexemes and 56 633 

collocations and the descriptions contain information about lexical classes and various 

types of semantic relations like holonymy, meronymy, antonymy (see Appendix VI 

for the distribution of lexical fields), which is typically less common in standard 

dictionaries (except thesauri). In my lexical analysis, the main focus was on the nature 

and distribution of the spatial and temporal information based on a reclassification of 

central spatial and temporal lexicons of the WordNet Lexicographer’s files. WordNet 

defines words in relation to the general classification of the lexicon, providing both 

semantic fields of words with a partly shared sense and various types of lexical 

relations, like holonymy, meronymy, synonymy, etc. Even though WordNet provides 

information on lexical clusterings and relations of various types, it was not used as 

such. Rather, this lexicon was used as a source for my own classifications.15 I focused 

on the motivations and the principles for more general communicative needs in 

relation to mental, socio-cultural and physical properties that can be detected from the 

linguistic taxonomy. Since the main classification in WordNet is based on a different 

set of criteria than what I had in mind, the material I was interested in was scattered 

over several separate sublexicons, especially, into lexicons of artefacts, locations, 

objects and time (see Appendix VI for the WordNet sublexicons and the number of 

                                                            
14 WordNet 1.5 lexicographer’s files; 5papers.ps. (Princeton University 1995; Cf. Miller 1993: 16-17; 
81-82; http://www.cogsci.princeton.edu/~wn/). 
15 For other literature on space related classifications, see e.g. Pederson, Danziger, Wilkins, Levinson, 
Kita & Senft 1998; Miller & Johnson-Laird 1976; Bloom, Peterson, Nadel, and Garrett 1996. 
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lexemes in the lexicons). Moreover, even non-spatio-temporal words may have spatial 

and temporal uses especially when they trigger a wider context. Even though the 

WordNet classification as such was not perfect for the purposes of the present work, it 

was useful for detecting the main lexical fields within the synsets and the distribution 

of spatiality and temporality in the sublexicons. An ideal description would contain 

more information of use and of typical surroundings (frame). WordNet itself was used 

mainly for checking the spatio-temporal senses of words classified.  

In addition to WordNet, wordlists in the form of map indexes were consulted 

for getting a better idea of the lexicon of location names16 and of lexical elements 

collocating with location names and geography books for getting a better idea of the 

geographical core lexicon. The problem with simple wordlists generated from e.g. 

newspaper corpora is that they may well have a good coverage for most of the 

common strings, but the proper names for locations depend on e.g. what type of crisis 

happens (and where) which co-occurs with the sampling period. Additionally, in 

lexical databases like WordNet, the coverage varies. Typically, only the culturally 

most relevant locations or global names are included. Moreover, wordlists provide no 

other structured semantic information either. 

Even though lexical categories reflect the communicative needs of a society, it 

is problematic to model categories that a speech community wants to distinguish, and 

the encyclopedic knowledge associated with it. For example, it is practically 

impossible to list exhaustively all the frames a language speaker masters not to 

mention the attached frame-specific properties. There are, however, some modest 

attempts towards this approach, like pictorial dictionaries,17 where the idea of words 

in a context is experimented with.  

The main lexical source for words in their conventional contexts in the present 

work is the Oxford-Duden Pictorial English-Japanese Dictionary (1984/1983), which 

contains classified selections of illustrations with a list of numbered words in English 

and Japanese. As an approach, pictorial dictionaries differ from the traditional 

dictionaries by providing information on prototypical situational contexts. They 
                                                            
16 For further investigations on the location names, the name lexicon of a Swedish morphological 
analyser, Swetwol (Karlsson 1992) was used, since a large part of especially non-Swedish names for 
locations occurs in a relatively international format. 
17 The Oxford-Duden is not the only place for detecting frames. Even in children’s word and picture 
books (e.g. by Richard Scarry) and geography books contain illustrations with both geographical 
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contain wordlists as entries with descriptions and a limited amount of illustrations 

while e.g. Roget’s Thesaurus is a collection of synonyms and antonyms, and WordNet 

a collection of synsets with lexical hierarchies and definitions. Thus, the difference is 

that other than pictorial dictionaries focus on providing information on lexical 

relations rather than on situational use. As material, pictorial dictionaries provide 

information on the frames included and described. Even though pictorial dictionaries 

(like the Oxford-Duden) include illustrations of various culture-specific situations and 

surroundings and related wordlists, they lack important information on lexical 

relations, and the coverage of surroundings selected is both limited and culture-

specific. Additionally, the main aim is clearly to teach a language rather than to model 

knowledge of frames. 

Maps of countries and cities were used e.g. for detecting lexical elements that 

co-occur with place names. For this purpose, I used e.g. The Times Atlas of the World 

(1991/1988), together with some more specific maps, which were used for detecting 

general (global) geographical lexicon, typical and common geographical concepts 

(e.g. a map of England) and for culture-related (and more local) spatial lexicon (e.g. 

city maps of Las Vegas and London). The emphasis was on detecting and determining 

the nature of the core lexicon, affixes and common collocations.  

As a conclusion, the lexical analysis is based on several sources, which are 

used for investigating slightly different types of information. Based on the lexical 

analysis, I was able to determine the core categories within the spatio-temporal 

lexicon. But I still needed to know to what extent the text-initial information is 

explicitly used for establishing a textual representation of the text-external world. 

Thus, I focused both on the information the spatio-temporal lexicon provides and on 

the encyclopedic knowledge which can be detected from the textual material.18 By 

having both lexical and textual data, I was able to study how much of the spatio-

temporal meaning in the text is lexically encoded explicitly, to what extent it is 

context dependent and how this implicit information is derived. The analysis itself is 

based on detecting recurring types which occur several times in the material and the 

                                                                                                                                                                          
information and lexicon. However, children’s picture books or maps were not systematically used for 
detecting frame specific lexical information in the present work.  
18 Another reason for describing more global semantic information is that it is used for establishing and 
maintaining cohesion (lexical and structural surface textual ties, cf. Halliday and Hasan 1976; Hoey 
1995b) and coherence (unity of textual meaning, cf. Givón 1995). The latter is based on a continuity 
of what can be inferred by combining the text with encyclopedic knowledge. 
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detection of prototypical representatives of these types. Based on the analysis, the 

material clearly covers the most typical cases, the common variation and provides a 

basis for making qualitative conclusions on the general mechanisms of how the spatio-

temporal setting functions and how textual meaning is established in a text.  
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3. Text and Textual Meaning 
 

3.1. Text, Textual Meaning and Discourse 
 
Text can be defined variously as (a) an abstract notion, (b) a physical product, and (c) 

a surface structure (Crystal 1991: 350). For the present work, it is defined as follows: 

Text is an instance of a coherent, communicatively functional, structured social code. 
 
Basically, a text consists of a coherent spoken, written or signed unit, which is 

used both for activating and manipulating encyclopedic knowledge.  

My definition consists of three crucial properties of a text, which often have 

been described separately.19 Firstly, a text is an instance of language use (Halliday 

1999: 7), the spoken, written or signed surface realization, which consists of any 

“passage, spoken or written, of whatever length” (Halliday and Hasan 1976:1-2). 

Secondly, a text is a unit of communication (Enkvist 1975: 9) and a functional product 

of interaction (e.g. Virtanen 1992a: 4, Seidlhofer & Widdowson 1999: 206). It is used 

for transmitting discourse and thus functions as “the verbal record of a communicative 

act” (Brown and Yule 1983: 6). Thirdly, a text is used for transmitting a content, a 

global coherent meaning. Both Halliday and Hasan (1976: 2) and Schiffrin (1994: 

363-364) note that a text “does not consist of sentences” but rather is “encoded in 

sentences”. Or, as Halliday and Hasan (1976: 2) note, text is “best regarded as a 

semantic unit: a unit not of form but of meaning”.  

In the present work text and textual meaning are defined separately. If text is 

the unit of meaning, textual meaning is the content: 

Textual Meaning is the content of a text.  
 

Text alone does not transmit all of the intended content. Rather, textual 

information and shared knowledge together define a state of affairs in the world20 a 

                                                            
19 There are also exceptions, notably Functional Linguistics by Halliday et al., where these properties 
are investigated as textual, interpersonal and ideational metafunctions (e.g. Ghadessy 1999).  
20 Narrative fiction either creates a world of its own or views it from a fictious point of view. This 
construction, variously called a text world (de Beaugrande 1980, 1984, Werth 1995, 1999) fictive 
world (as a literary concept, e.g. Emmott 1997), a story world (Segal 1995a&b, Zubin, Hewitt et al. 
1995), relies on textually modified shared knowledge. For some researchers text(ual) world is the 
cognitive correlate of the concepts and the knowledge conveyed and activated by a text in use (de 
Beaugrande 1980: 24; 1984: 77-78); for some, like Werth (1999: 74) text worlds are “mental models 
constructed in the course of processing a given discourse.” They are text-driven, but further fed either 
by the contents of memory or produced by the imagination (id.: 87). For Werth (id.:180) a text world is 
based on “conceptual scenarios containing just enough information to make sense of the particular 
utterance they correspond to”. Werth (1995, 1999) calls the corresponding mental representation for 
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text depicts (Werth 1999: 69; Zubin and Hewitt 1995: 131), and stories contain both 

plot-advancing information and world-defining information (Werth 1999: 52).21 

Johnson-Laird (1983: 430) claims that this is also the case with the psychological 

processes by which a text is produced or understood, since “language is used to create 

worlds by proxy”. Just like the overall textual meaning is composed of interacting 

layers of local and global coherence, the world-defining information is hierarchic, and 

is used for determining local frames and global frames of which textual meaning is 

composed of. This means that the spatio-temporal textual meaning is partly based on 

the combination of compositional frames presented in text and partly on encyclopedic 

knowledge in relation to which the content is produced. Textual meaning needs to be 

interpreted in relation to what the discourse participants know and the various 

potential intertextual extensions or modifications of this knowledge. Thus, a textual 

meaning is interpreted in relation to a coherent semantic whole rather than in relation 

to textual cohesion, or as de Beaugrande (1984: 38) notes, creating a textual 

representation of the world as a phenomenon is tied to coherence rather than cohesion, 

since it is the total knowledge activated while processing the text. Also Enkvist (1989: 

162) notes that both “coherence and connexity depend on our ability of specifying the 

worlds evoked by, and surrounding, a text.” He (id.: 181) claims that human beings 

“work hard to find appropriate universes of discourse and text worlds in which to 

place the text.” In order to do this, they add a large amount of additional knowledge to 

a text, which means that sense cannot be deduced from text only, or as Johnson-Laird 

(1983: 10) puts it: “human beings understand the world by constructing working 

models of it in their minds”. However, as Givón (1995: 62) claims, due to the 

limitations of the working memory, in order for the external signal to survive in 

longer-term memory, it “must be translated rapidly, into some other form of episodic 

mental representation”. For this reason, “text comprehension is synonymous with the 

construction of a structured mental representation of the text” (id.: 64). Thus, a large 

                                                                                                                                                                          
the situational meaning, i.e. both the intended and the apprehended meanings discourse world. For 
Werth (1995: 60) it is “a construct based on the participant’s mental representation of the immediate 
situation, while the text world is a construct based on the participants’ mental representation of the 
discourse.” Werth (id.: 53) sees a text world as the situation depicted by the discourse, or “the ‘story’ 
which is the subject of the discourse, together with all the structure necessary to understand it” (Werth 
1995: 53; 1999: 87). 
21 The Deictic Center Theory claims that the default level of story understanding is to construct path-
connections among scenes. This is necessary for creating the illusion of a spatial universe in which the 
fictional participants can travel, just as we navigate in the real world. (Zubin & Hewitt 1995: 136-137.)  
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part of textual meaning relies on textual activation of intersubjectively shared mental, 

socio-cultural and physical knowledge by a reader within a given society. For this 

reason, textual meaning can not be about Fregean truth-conditions only. A text, and 

especially written narrative fiction, can and often is used for creating a representation 

of the world with truth-conditions of its own. 

In order to function and to be interpreted, a text needs to be not only used as a 

part of interaction, i.e. discourse, but also planned so that the content is encoded in the 

sentences the text is made of. In the present work, discourse is defined as follows: 

Discourse is the production and interpretation of textual meaning in relation to co-
text, situational context and/or encyclopedic knowledge.  

 
Discourse is also the interactional process whereby an intended meaning is 

planned and produced or an apprehended meaning interpreted. It is based on a joint, 

deliberate effort on the part of a producer and recipients to build up a Common 

Ground i.e. “a set of propositions which all the participants in a conversation take to 

be shared background knowledge or uncontested background assumptions at a given 

point in the conversation” (Partee 1989: 100; cf. Stalnaker 1974, 1976, 1978). In 

narrative fiction, the author relies on this common ground and the reader needs to 

actively re-create, supplement and complete the meaning of the work (e.g. Mey 2001: 

237).22  

However, the actual interpretation of meaning is reader-specific and 

situational. In this respect, textual meaning differs from situational meaning. The 

situational meaning as an interpretation “is founded on ‘real’ external circumstances” 

(cf. Werth 1999: 17) and the key is in activating the appropriate options available in 

relation to what is shared (cf. ibid; Verschueren 1999). Textual meaning is based on a 

combination of text and textually activated information. Yet, the intended and the 

apprehended meanings based on the text are not necessarily exactly identical. The 

intended meaning is the textual meaning which the author planned when producing a 

text and the apprehended meaning is the reader’s personal version, an interpretation 

of this textual meaning. A reader generates the apprehended meaning as a part of the 
                                                            
22 Narratives are better explained by a bi-directional, interactional discourse model than by the 
contrastive Shannon and Weaver’s (1949) one-directional communicative model, which according to 
Fludernik (1993: 62) is still widely used for example in literature studies by e.g. Chatman 1978, 
Genette 1980, Prince 1982, Rimmon-Kenan 1983, Stanzel 1984. In the bi-directional model, a text is 
considered to be dialogic (discussion in e.g. Bakhtin 1996, Mey 2000: 233-234; Fludernik 1993; 
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discourse and as a result of reading the text and combining textual information with 

encyclopedic knowledge. Apprehended meaning is a subjective interpretation of a 

textual meaning.  

 
3.2. Frames and the Compositionality of Textual Meaning 

 
3.2.1. Frames 

 
In narrative fiction, the global spatio-temporal textual meaning is to a large extent 

composed of local layers of coherence23, i.e. frames (Minsky 1975, 1977, 1980). In 

the present work, the use of frame as a term focuses on the spatio-temporal 

surroundings, and I define it as follows: 

Frame is a representation of a prototypical situation together with the attached spatial 
and/or temporal surroundings. 

 
This means that a frame is also a coherent referential unit evoked by the 

textual information and it includes inferences in relation to the intersubjectively shared 

encyclopedic knowledge within a given society.  

As van Dijk and Kintsch (1983: 71) note, determining what a semantic 

representation is, e.g. how much episodic memories or encyclopedic knowledge it 

should include etc., is “a notoriously difficult problem both for linguists and for 

psychology”. Originally, frame was defined by Marvin Minsky (1980b: 1) as “a data-

structure for representing a stereotyped situation like being in a certain kind of a living 

room or going to a child’s birthday party.” He used frame as a term for a combination 

of visual details that are stereotypically associated with a specific type of an 

environment. For him, it was a fuzzy database of knowledge applied from memory to 

new situations and rather than used as such, it is adapted to new situations by 

changing details if necessary. This property, however, is also valid for textual 

contexts24 and narrative fiction, where in addition to situational knowledge, a frame is 

often based on both a text and textual inferences. This idea is partly maintained, partly 

developed further by e.g. Catherine Emmott (1997). For her, a (contextual) frame 

                                                                                                                                                                          
Verschueren 1999) “between the text producer and the surrounding world, the latter including the text 
consumer and his or her context” (Mey 2000: 351). 
23 For e.g. Haynes (1989: 36) coherence “refers to factors other than cohesion which help us to see the 
text as a whole”. 
24 Minsky (1980: 12-13) gives an example of this with an analysis of a fable. 
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describes “a mental store of information about the current context, built up from the 

text itself and from inferences made from the text” (id.: 121).25  

In the present work the emphasis is on contextual frames rather than mental 

frames, and the tacit assumption behind my work is in line with Levinson (1998), who 

keeps the mental and the semantic representations based on the text closely related but 

separate. However, based on the textual and lexical analysis, I will make some 

theoretical assumptions on how these representations are tied together by the text.   

In narrative fiction, due to the general principle of show, don’t tell (cf. Chapter 

8), frames are not necessarily named explicitly. In accordance with the Gricean (1989: 

26-28) maxims, especially those of quality and manner, the author’s contribution 

should be as informative as is required for the communicative situation, and the 

message should be brief and orderly. The message should also be as efficient as 

possible and not contain information the reader supposedly knows already. 

Additionally, it should be relevant both for the purposes of the text and the overall 

context and presented in the proper manner. The success of communication depends 

on the reader actively combining personal knowledge with textual information. Often 

the frame or a set of frames is established indirectly by providing the necessary 

amount of co-textually tied linguistic cues. These linguistic cues by which a frame can 

be evoked I call Frame Triggers. 

Frame Trigger is a context or situation sensitive word, phrase or formula which can 
be used for triggering the attached frame and the associative knowledge of this 
frame. 

 
Some inferences are based on the choice of frame triggers. For example, words 

like refrigerator, table, plate, and stove are associated with a kitchen and when a word 

like camel occurs in a text with other words which share the referential surroundings, 

like dune, pyramid, Bedouin, oasis, the cohesive chain can be associated with a 

specific referential environment (e.g. Sahara desert). Encyclopedic knowledge is the 

                                                            
25 Interpretation is a bi-directional, two-layered composite of the textual information and the 
discoursal, shared knowledge, involving both bottom-up and top-down processing (Brown & Yule 
1983: 234; Enkvist 1989: 166; Togeby 1993; Langacker 1998/1997). For example a word evokes “the 
whole range of experience which that item is normally involved in” (Werth 1999: 43). While the text 
proceeds, the amount of options for locating the story to the world decreases (cf. Enkvist 1975: 57). 
The alternative interpretations are simply eliminated in accordance with the specifications the text 
provides (Enkvist 1989: 184) and common knowledge, and various aspects “of physical, social, and 
mental reality get ‘activated’ by the utterer and the interpreter in their respective choice-making 
practices, and that is how they become part of language use as elements with which the making of 
choices is interadaptable” (Verschueren 1999: 87-88) 
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basis for creating this type of referential surroundings, even when words do not share 

any other semantic properties (e.g. meronymic) than those tied to the referential 

context. For this reason, the maintenance of frames is based on coherence rather than 

textual cohesion. A good textual example of this and the role of inferences can be 

found in Joyce’s (1914) “Eveline” (below): 
(3) “She sat at the window watching the evening invade the avenue. Her head was leaned 
against the window curtains and in her nostrils was the odour of dusty cretonne. She was tired. 

Few people passed. The man out of the last house passed on his way home; she heard 
his footsteps clacking along the concrete pavement and afterwards crunching on the cinder 
path before the new red houses...” (Joyce 1976f: 46 / 1914) 

 
In (3), as in (1.2) earlier, there are two interlinked instances of frames, partly 

established by co-textually linked lexical cues: 
Frame 1 (indoors / a room): sitting by the window, head leaning against the window 
curtains, the odour of dusty cretonne in her nostrils. 
Frame 2: (outdoors / an avenue): the avenue, few people passing, the man out of the last 
house, the man passing on his way home, the concrete pavement, the footsteps clacking along 
the concrete pavement, the cinder path, crunching on the cinder path, the new red houses. 
 
Example (3) illustrates an important point. Namely, frames in written narrative 

fiction are based on a combination of encyclopedic knowledge (or ‘general 

knowledge’ in e.g. Emmott 1997: 35) and text-specific knowledge (“information 

which applies only within a particular text”, ibid.). Thus, encyclopedic knowledge of 

prototypical frames in the long-term memory is not used as such. Rather, the text 

provides cues for a representation which functions as a textual instance partly based 

on the knowledge of frames applicable to a particular text. The details provided by the 

text (as e.g. cinder path, dusty cretonne in Example 3 above) need not be components 

of the stereotypical data-structure Minsky (1980b:1) refers to, but they are relevant 

components of the textual representation.  

This is also the reason why the role of frame triggers is important in written 

narrative fiction. Some researchers, like van Dijk (1981: 219), have noted that frames 

are “knowledge units organized ‘around’ a certain concept” and they “seem to have a 

more or less conventional nature, and thus should specify what in a certain culture is 

‘characteristic’ or ‘typical’.” Certain entities and activities are clearly associated with 

particular types of places. By referring to such entities or activities the whole frame 

can be evoked, and once evoked, readers just add the missing elements needed for 

interpreting the gaps. These additional items are generated through the readers’ 

knowledge of the world, and do not have to be named. (Brown & Yule 1983: 236.)  
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As Example (3) shows, the whole is even more complex than this, since 

especially in narrative fiction frames are not used as such. Rather, the frame is a 

textual instance of use contrasted with what the reader knows of frames (and what 

may well be in the long-term memory). By this, a new textual representation is created 

by matching this type of encyclopedic knowledge of the frames with what is provided 

in the text. For this reason, the novelist needs to be very careful with all the lexical 

details. They must go hand in hand with the frame if the work imitates reality (cf. 

Raban 1979: 56, 59) and the setting is to be associated with existing surroundings. 

However, lexical items themselves do not create the world. They only invoke a rough 

frame for the spatio-temporal setting.26 All the details (and in some cases even the 

frames) can be textually modified (cf. Chapter 7 on the modified frames and linguistic 

painting).  

Spatial coherence is to a large extent based on the continuity of frames. 

Changes in these continuities can be marked by e.g. lexical cues or typographically. 

Hence, frame triggers are also relevant in this sense. They are contrasted with other 

frame triggers and the explicit information provided in the text to monitor continuity 

of the coherence. For example, a reference to a door combined with motion, especially 

with entering or exiting may either mark a transition from one frame indoors (i.e. 

room) to another, or a transition form indoors to outdoors or the other way round (I 

shall discuss these as dynamic frames). There are also various natural boundaries and 

borders outdoors, like backs, banks, barriers, beaches, walls, etc., either physical or 

abstract (cf. discussion in Miller & Johnson-Laird 1976), which can be used for 

marking frame transitions. For time, e.g. verbs like remember are used for marking 

temporal embeddings, and thus changes in temporal frames. Both for time and space, 

the level of transition is also often marked in the textual structure. According to 

Virtanen (1992a), especially sentence-initial spatio-temporal adverbials signal global 

changes in the surroundings while sentence-final adverbials mark minor transitions 

within the surroundings already established in the preceding co-text. The point in the 

present work is that in addition to these explicit markers, such as adverbials, 

transitions from one frame to another can also be based on lexical and textual cues, i.e. 

frame triggers.  
                                                            
26 Cf. van Dijk 1977: 137. For other frame references and the differences between frames, schemas, 
plans, and scripts, see e.g. de Beaugrande 1980: Chapter VI, esp. 163-164; Brown and Yule 1983:238, 
Minsky 1975, Schank and Abelson 1977. 
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3.2.2. Compositional Frames  

  
There are different types of frames, some are inherently spatial (e.g. living room), 

some temporal (e.g. Christmas) and some a combination of both (e.g. breakfast in the 

kitchen). Often, the setting is based on a combination of several frames. In Example 

(3), the two paragraphs at the beginning of the short story provide two interlinked 

spatial frames, the room (frame 1) and the surroundings outside the room (frame 2), 

and both of these together constitute a more global frame (a street in Dublin). Textual 

coherence is composed of units, which have both a sequential and hierarchic structure 

(Givón 1995) unit internally as well as between units. So, a narrative is typically not 

based on a single frame but a complex system of interlinked frames which may be 

composed of other sets of interlinked frames. Each frame is a part of the world 

presented in the text and thus only a part of the textual meaning.  

According to Givón (1995), there are two levels of spatio-temporal coherence 

that differ in the scope. A summer day, grimy warehouse, library in the monastery, the 

small stone house, cow barn and the shipyard in Bath (cf. Table 3.1) are examples of 

frames with a local scope, but there is also coherence of a more global scope,27 based 

on transitions like e.g. from Helsinki to Tokyo, from Finland to Japan, or from Europe 

to the Moon. Identifying the scope of coherence relies on frame-based information 

(id.: 82), and since frames with a global scope consist of local parts, they can be 

constructed indirectly through the components. The settings of narrative fiction are 

typically based on this type of coherence at several levels and on various types of 

transitions from one set of frame combinations to another. These combinations of 

interlinked frames that constitute coherence of a more global scope, I call 

compositional frames.  

Compositional Frame is a macro-unit of textual meaning based on a textually 
activated set of interlinked frames which present the global situation and 
surroundings within the textually depicted world. 

 
Compositional frames are partly based on what Givón (1995) calls global 

coherence. However, frames are also tied to the protagonist’s or the narrator’s point of 

observation. Some compositional frames involve temporal or spatial shifts and some 

                                                            
27 Naturally, there are also frames where the scope is between the local and the global scopes. 
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require the reader to metaphorically enter the minds of characters (cf. Emmott 1997: 

56).  

There are two different types of compositionality relevant here: horizontal and 

vertical compositionality. This layered, sequential continuity of personal and 

intersubjectively shared time and various types of spatiality can be seen in the 

following examples taken from the setting of Irving’s (1973) The 158-Pound 

Marriage.  
Paragraph number & 
the named characters  

Episodes tied to the 
named characters 

Temporal frames 
 

Spatial frames 
 

<Compositional Frame 1: Austria, Europe> 
(¶1) Utchka (The 
Narrator’s Wife) 

Birth Year 1938,  
Anschluss 

Eichbüchl, Austria,  
Wiener Neustadt (Vienna) 

Utchka (3 years old)  (Year 1941)  
Utchka’s father Father Killed Year 1941,   

End of the war  
Eichbüchl 

(¶2) Utchka’s mother SS comes to visit: 
Utch’s mother raped 

  

(¶3) Utchka’s mother Several months later: 
mother raped again 

  

(¶4-5) Utchka (5 years 
old) 

Utchka’s mother 

Mother loses her job Year 1943,  
days  

early evenings 

Eichbüchl, Katzelsdorf,  
library in the monastery,  

small stone house,  
bank of a stream, cow barn 

(¶6) Utch  At the end of the war, 
Blossom time 

Wiener Neustadt, factory, 
apple orchard 

(¶7) Utch (7 years old) Russians got to Austria Year 1945 Austria 
(¶8-12) Utch & mother U. hidden in the belly 

of a cow for approx. 48 
hours  

Combination of  
Day & Night 

(unconventional location: 
belly of the cow) 

(¶11-13) Russians find Utch 
Moves to Vienna 

 Vienna 

<Compositional Frame 2: Maine, America> 
(¶15-17) Utch, Severin 
Winter & the Narrator 

The present time of 
fictive narration 

  

(¶18) 
Utch, The old man 

 

Surroundings for a 
marked embedding: 

“immediately 
recognized Europe”, “I 

remember France” 

Summer Bath, Maine  
Warehouse / antiquities shop 

the shipyard 

< Compositional Frame 3: France, Europe> 
Embedding: (¶18) 

American soldier (i.e. 
the old man) 

the victory in France World War I Europe (in postcards) 
France 

Table 3.1. An example of frame compositionality from John Irving’s (1973) The 158-Pound Marriage 
 
Table 3.1 illustrates how a setting is composed of several thematically 

different, sequentially interlinked frames (cf. Appendix XII for the whole text). This 

horizontal compositionality depicts sequences of coherence by which the narrator, 

the protagonist and other characters are tied together with the continuity of 

biographical and historical time as well as to the physical and socio-cultural 

surroundings. Table 3.1, from the beginning of the first chapter of the book, provides 
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an example of horizontal compositionality and it illustrates the layered structure and 

the textual hierarchy of the overall textual compositionality, how frames are combined 

to local textual frames with a local scope in spatio-temporal coherence (cf. Givón 

1995: 82) and further to global compositional frames with a global scope in spatio-

temporal coherence (cf. ibid.). The sample consists of three important global 

compositional frames, like (1) Austrian Eichbüchl in 1938-45 (during the Second 

World War), (2) modern Maine, and (3) France during the First World War, the last 

of which is embedded to the compositional frame of Maine. Compositional frames can 

be complex and consist of several local interlinked frames like the room in the library 

or the apple orchard in Table 3.1.  

Vertical compositionality is based on a sequential hierarchy where the 

thematically associated local meronymic frames are tied to a more global holonymic 

compositional frame. As the analysis below illustrates, when all these compositional 

frames are combined together to produce a textual meaning, they depict a fictional 

world where the story is located as a whole and consists of various interconnected 

locations (cf. Appendix XIII for the text). 
1. Europe (¶1-14) 

1.1 Austria 
1.1.1 Vienna (city) 

1.1.1.1 Theater 
1.1.1.2 Homes for orphans of the war 

1.1.2 Wiener Neustadt (town) 
1.1.2.1 The (headdquarters) of the local SS Standarte 
1.1.2.2 The German Messersmitt plant / factory 

1.1.2.2.1 Landing field 
1.1.2.2.1.1 Runway 

1.1.3 Eichbüchl (village) 
1.1.3.1 The bank of a stream that runs through Eichbüchl 

1.1.3.1.1 Utchka’s home 
1.1.3.1.1.1 The small stone house 
1.1.3.1.1.2 Chicken house 
1.1.3.1.1.3 Cow barn (“religious/art library”) 

1.1.3.1.1.3.1 Milking hitch 
1.1.3.1.1.3.2 The arms of the Russian soldier 
1.1.3.1.1.3.3 Cow 

1.1.3.1.1.3.3.1 Cow’s belly 
1.1.3.1.1.3.4 Outside the cow barn  

1.1.3.1.1.3.4.1 In the sun 
1.1.3.1.1.3.4.2 On a truck 

1.1.3.2 Aeroplanes (flying over the village) 
1.1.3.3 Haslinger’s apple orchard 

1.1.3.3.1 The ground under the trees 
1.1.3.3.2 The cider house 

1.1.3.3.2.1 The large, cool apple bins 
1.1.4 Katzeldorf (village?) 

1.1.4.1 Monastery 
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1.1.4.1.1 The library in the monastery 
2. North America (¶15-18) 

2.1 Maine 
2.1.1 Bath 

2.1.1.1 Grimy ware house (antique shop) 
2.1.1.2 Shipyard 

3. Europe (¶18-19) 
3.1 France 

 
There are some important things to be noted in these examples. The spatial and 

temporal information in Table 3.1 (and Appendixes XII-XIII) provide overlapping 

parts of the whole rather than independent components of the story. For example, a 

part of the temporal connections is tied to co-textual action and characters, and a part 

of the spatiality is tied to the origin of the characters (Russian, from Georgia). 

Additionally, even though there is a lot of explicit information, only a part of it is 

relevant for spatio-temporal frames – and one of the frames is highly unconventional 

(inside the cow). There are partly indirect connections, not all are established by 

spatial or temporal adverbials, and also a part of the attributes is relevant for the 

frames. As the hierarchy illustrates the compositionality of frames is used for 

establishing more global layers of coherence. However, the most central frame 

transitions from Europe to U.S.A. and back are originally established partly through 

the change of the character rather than providing spatio-temporal clues). (For a more 

detailed analysis with the text, see Appendixes XII-XIII.) 

In addition to horizontal and vertical compositionality, there are two other 

types of compositional frames that need to be mentioned. In some texts, two 

interlinked frames are not meronymic components of one another, but are contrasted 

or tied together otherwise. These compositional frames I call dual frames (cf. Chapter 

6). Typical examples of spatial dual frames are interconnected indoors and outdoors 

frames (e.g. a view through a window, or a vehicle which moves in relation to the 

surroundings and at the same time functions as a container and the current location for 

the observer). A typical example of a temporal dual frame is a text which connects the 

present with the past (and thus the text fragment has a “dual tense”). Another special 

case is related to motion, where the character moves from one frame to another. This 

type is called a dynamic frame in the present work.   
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3.3.  Spatio-Temporality and the Author-Narrator-Protagonist 

Relationship 
 

In narrative fiction, it is crucial to know who the narrator, the protagonist and the 

other characters are, how they are located and whose point of view the text describes. 

This textually established illusion of a situational origo and the attached point of view 

needs to be tied to the characters, action, motion, observation and most other things 

described in the text. A large part of textual meaning in narrative fiction is about just 

this. What makes things complex is the layered nature of the interaction by which all 

this is created, modified and maintained. For example, the relationship between the 

narrator and the protagonist influences the structure and complexity of the setting. 

Yet, discourse in narrative fiction is even more complex than suggested by the 

traditional ideas of (a) focalization (e.g. Rimmon-Kenan 1983: 73-74; Mey 2000: 33, 

147; Zubin & Hewitt 1995: 131-132), (b) localization (e.g. O’Toole 1982: 181; Mey 

2000: 147, 201), and (c) vocalization (e.g. Mey 2000: 147, 189, 198-199)28 which 

basically differentiate between who observes and where the focus is on (focalization), 

where the observed or narrated characters are located (localization) and whose voice is 

used for narrating all this (vocalization). Narrative fiction has a relatively large 

number of participants and interaction layers, which makes discourse and interaction 

modelling complex even though some researchers, like Segal (1995: 15), claim that 

the author and the reader just “shift their deictic center from the real-world situation to 

an image of themselves at a location within the story world” (cf. also Björklund 1995: 

168). 29 I emphasize the relevance of including all other layers of textually established 

interfaces with the world in the description as well.  

One of the main reasons why the interaction is more layered in written 

narrative fiction than in some other discourses is that the text reduplicates discourse 

roles in order to create a sense of authenticity to an imaginary discourse and the 
                                                            
28 Stanzel (1984) suggests three oppositions as the constitutive elements of narrative situations. These 
function in relation to Person (first-person/third-person reference), Perspective (internal/external) and 
Mode (teller-character/reflector-character). Fludernik (1993: 311) proposes a more detailed continuum 
than Stanzel, consisting of: Pure narrative, Narrated perception, Speech report / psycho-narration, Free 
indirect discourse, Indirect discourse, Direct discourse (quoted and unquoted). The choice of the 
narrator’s role is tied to whether an omnipotent outsider is used as a narrator.  
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episodes, characters and surroundings described, while at the same time the layers are 

kept separate. There are two types of interaction relevant for narrative fiction: text-

external interaction between the actual discourse participants (i.e. the author and the 

readers) and text-internal (textually built) interaction between characters within the 

textually created world (consisting of the narrator, protagonist, characters, etc.), and 

the point of view and the deictic center can be tied to any of these discourse roles, 

both within the text-external and the text-internal layers (Table 3.2). 

Text-external                                Text-internal 
Discourse 
participants 

Textually created discourse 
participants in the textually 
created world 

Content of the story frame; 
The present or past in the textually created 
world (depending on the narrator type).  

The author  The narrator(s): The “I/we” 
at the level of narration. 

The protagonist(s): The experiencer, observer, 
actor within the story. 

The reader(s) The narratee: The “you” at 
the level of narration. 

The addressee (as a receiver of an embedded 
letter, addressee in embedded dialogues etc. 
within the text.) 

(Other, non-
participants) 

 The other characters relevant for the story (as 
actors), additional bystanders (characters who 
are a part of the setting, a part of an 
observation), and other participants of the 
textually embedded episodes. 

Table 3.2. Text-external and text-internal discourse roles  
 
The author and the reader are participants of the real discourse while all other 

discourse is fictive and text-internal, and thus a part of the textual meaning. Also the 

spatio-temporality attached to these roles is layered, and mainly consist of: (1) the 

present surroundings of the narrator and (2) the time and space of the episodes 

described, which may be related to (3) the reminiscences of the past or (4) plans of the 

future, embedded in the main story. The spatio-temporal location of the author and the 

reader are not relevant for the story itself, but when the narrator is tied to the author or 

the narratee to the reader, additional layers can be produced. (For an example, see e.g. 

the beginning of Twain’s, 1884, The Adventures of Huckleberry Finn.) The narrator, 

protagonist and other characters are spatio-temporally more important for the story 

than the author and the readers who are not as relevant for the textual meaning. Thus, 

fictive discourse differs from other discourses in this respect. In fiction, the author’s 

role as the speaker is projected to the narrator and the protagonist located within the 

fictive surroundings. All relevant participant roles are defined spatio-temporally in 

relation to the current present of the textually transmitted world. These participant 
                                                                                                                                                                          
29 However, there are some problems with languages with a system based on absolute references so 
that the ego is not used as the deictic center and the whole frame of reference differs (for the Absolute 
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roles mimic real discourse at several levels of interaction (Table 3.2). For this reason, 

the way space and time are anchored to the different levels and the levels interlinked is 

important for the reader since the variety of references and connections tie the layers 

into a single narrative whole.  

Settings differ in how close the relationship between the narrator and the 

protagonist is. As Stanzel (1984: 17) notes there is a continuum of narrative forms, 

where “at the one end we find a narrator who belongs entirely to the character’s world 

(first-person narrative situation) and at the other end a narrator whose world is distinct 

from that of the characters (authorial narrative situation).” Yet, all these narrators are a 

part of textually created world, and as Stanzel (ibid.) notes, they “originate in that 

primal motivation of all narration, to make the fictional world appear as reality”. On a 

more concrete level, the spatio-temporal distance between the narrator and the 

protagonist is marked e.g. by the choice of tense, and the (often implicit) choice of 

personal pronouns the narrator would use of the protagonist (Table 3.3).    

The 
protagonist’s 

The 
narrator’s 

The 
narrator’s 
relationship 
with the text  

The narrator type and the choice of (implicit) 
pronouns 

Present Present Internal 1st person experiencer-observer protagonist-narrator  
Present 
 

Past Internal 3rd person narrator, other protagonist30 
1st person reminiscence, narrator-protagonist 

Future 
 

Present 
 

Internal 3rd person narrator, other protagonist 
1st person plans, narrator-protagonist 

Past Past Internal 1st or 3rd person narrator providing 
background information 

Past ---- External text-external narrator 
Table 3.3. Tense and the narrator-protagonist relationships 
 

When the text-internal discourse is considered, the two main components of 

the interaction established in narrative fiction are the spatio-temporal layers outside 

and within the textually created world. Here, the core layers of space and time are (1) 

the present surroundings of the narrator, and (2) the time and space of the setting 

described and various other surroundings of the protagonist and other characters 

attached to it or contrasted with it. These can be tied to their own past or future as an 

embedding in the presentness of the main story (as in e.g. embedded letters, 

reminiscences etc.). The relationship between the narrator, characters and the world 

presented in the text can be divided into: (1) text-external narratives (with no 
                                                                                                                                                                          
systems, cf. Pederson et al. 1998: 572). 
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references to the narrator and the focus on the protagonist), (2) text-internal third 

person narratives (the narrator who is a character of the story describes another 

character’s story as an observer), and (3) text-internal first person narratives 

(protagonist-narrator’s). This division is spatio-temporally relevant, since the role of 

the narrator influences the spatio-temporal structure and the means available for 

narrating. For example, the narrator can be an outsider with no spatio-temporal 

relevance to the world of the story, or the narrator can be in the present, telling about 

past events attached to the present frame of narrating thus producing two relevant 

temporal layers of the text. 

The text-external narrator (Rimmon-Kenan’s 1983: 74 external focalization) is 

the most natural way of narrating, since the narrator and the reader share the point of 

view as an external observer. As Table 3.4 illustrates, in my corpus of 150 settings, 91 

settings belong to the category where the narrator is outside the world described. The 

distance is also established by the use of past tense (85 settings out of these 91 with a 

text-extrenal narrator; 32 when a text-internal narrator is used). The present tense is 

mainly used for relatively generic truths or states – or rapid descriptions of an ongoing 

activity. 

Text-internal narrator  Text-external 
narrator All 1st pers. Protag.-

narrator 
3rd pers. Observer-
narrator 

Total 

Past 85 32 21 11 118  (incl. 1 oth.) 
Present 4 7 7 - 11  
Both 
(“Dual”) 

2 17 13 4 21 (incl. 2 oth.) 

Total 91 56 41 15 150 (incl. 3 oth.) 
Table 3.4. Distribution of tense in settings with text-external and text-internal first and third person 
narrators 

 
There are also two main types of protagonists: (1) text-internal protagonist-

narrators and (2) protagonists other than the narrator. Depending on the 

relationship between the protagonist and the narrator, text-internal narrators can 

function e.g. as (1) observers (resembling a text-external narrator, except that the 

narrator also functions as a character of the world described), (2) experiencers (i.e. as 

a protagonist) or (3) thinkers (e.g. by revealing a very personal interpretation of the 

surroundings and episodes described). Additionally, there are numerous characters, 

whose function is to be a part of the surroundings. As Table 3.4 shows, roughly one 

                                                                                                                                                                          
30 In these texts, the narrator is the character of the story and he or she describes the protagonist’s story 
in the 3rd person. 
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third (56 settings in the sample of 150; see Appendixes IV-V) have an internal 

narrator, of these the first person narrator, describing the protagonist’s personal 

experience was relatively common (41 settings) especially with third person narratives 

(15 settings). Both types were mainly narrated in the past tense (21 in the former, 11 

in the latter type). The first person present tense settings establish a current situation 

depicted by the text, and the narrator is the experiencer-observer in the first person 

narrative within the textual present (as in Pirsig’s 1974: 3, Zen and the Art of 

Motorcycle Maintenance; see Example 4.7), while first person reminiscences are an 

example of past observation-experience by the first person narrator in the past tense 

(like McEwan’s 1992 Black Dogs). As a contrast, first person thinker type texts have 

more distance to the spatio-temporal surroundings. The focus in these texts (like 

Ellison’s 1983 Invisible Man) is on the mental content rather than the present 

surroundings. In texts with a first person observer, the narrator is one of the other 

characters who knows the protagonist and describes him/her in the third person (e.g. 

Irving’s 1989 A Prayer for Owen Meany; see Example 5.18). There were 15 texts in 

the corpus with a text-internal narrator describing a third person protagonist, 11 of 

these were narrated in the past tense. 

The narrator-narratee interaction ties the text-external and the text-internal 

layers together. The linguistic realization and the grammatical forms of this are, as 

Genette (1990: 244) notes, simply an “automatic consequence”. The author just 

decides whether to have the story told by one of its characters or by an outsider. The 

encoding of spatio-temporality depends on the discourse pattern thus chosen. The 

viewpoint is important e.g. for determining whether the spatio-temporal information 

provided by the text is a part of the main story line or whether it functions as a part of 

a separate embedding, outside the main story line.  
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4. The Spatio-Temporal Setting 
 

4.1. Extending the Traditional View of a Setting 
 
Traditionally (e.g. Rumelhart 1975: 213, Labov & Waletsky 1967, van Dijk 1980), the 

setting is viewed as the text-initial macro-unit, which provides the main characters, the 

location and other relevant background information needed for backgrounding the 

story (e.g. van Dijk 1980: 113; cf. 1977: 153; Emmott 1997: 104).31 According to this 

view, once the story is set to a location and a particular interpretation is given to the 

text or a part of it, the reader maintains it until further notice (Mey 2000: 32-33). The 

reader needs this type of orientational information not only for locating the story but 

also for making judgements on whether the action occurs in the main narrative present 

or in the past (Emmott 1997: 104-105).  

In the present work, the setting is a special case of a compositional frame: 

Setting is the compositional frame which defines a situation and surroundings in a 
world depicted by the text in relation to encyclopedic knowledge and specifies the 
preliminary key properties of this world. 

 
Based on the corpus investigation, some important extensions of the traditional 

approach are brought into the discussion of settings. Contrary to the earlier claims by 

e.g. Labov & Waletsky (1967) or van Dijk (1980), the setting is not just a text-initial 

textual macro-unit in the sense that a story would consist of a separate setting and the 

following episodes. Actually, the setting is often built gradually as a part of the 

episodes, and since the setting is a crucial part of the world the text depicts, it cannot 

be completely omitted, contrary to what e.g. van Dijk (1980: 113) claims. It just need 

not be a separate textual unit at the very beginning of the text. Based on my analysis, 

a clear explicit and separate setting at the very beginning of the text was found in 

roughly one third of the texts only (see Table 4.1):  

                                                            
31 The discourse structure is tied to the story-telling strategy. The conventions for how the story 
proceed as a structured system has been investigated by several researchers, including de Beaugrande 
(1980: 256), Longacre (1983) and Labov & Waletsky (1967) (Cf. also Bakhtin, Propp and Genette in 
Literature Studies. At the same time it is noted that the construction of the story is not only based on 
conventional thematic structures (like Bakhtin’s 1981 chronotopes), but also the locations and 
surroundings for the main turning points, time frame and tempo in relation to the overall length of the 
story and the duration of the episodes described (cf. Genette 1980). 
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Setting Type Number of Settings Percentage 
Setting built gradually / integrated: 68  45% 
Separate setting at the beginning: 55  37% 
Other (combination or in-between): 27  18% 
Total: 150  100% 
Table 4.1. Distribution of setting types  

 
As figures in Table 4.1 illustrate, often there is no clear-cut, separate setting as 

a textual unit. Rather, the setting is built gradually and partly implicitly in the 

background while the story is developed. In the corpus, 45% of the settings were of 

this type. The length of the setting (as a fragmented layer) varies from a sentence to 

several pages depending on the textual strategy and the thematic emphasis. As a 

contrast to this, in some cases the spatio-temporal setting is established already as a 

part of a prologue even before the first actual chapter. 

Even when there is explicit spatio-temporal information at the beginning of the 

text, it is not necessarily used for building the setting. The explicit information may 

e.g. refer to a character’s past rather than the current location of the setting, and this 

past can function as an embedding in the present surroundings. Or, the present and the 

past can mingle in a story with a dual temporal structure where the present is tied to 

the past. I will call these textual combinations of tenses dual tense. Typical examples 

of dual tense can be found in detective stories, where the investigators in the present 

construct various potential scenarios of the past.  

The setting as a compositional frame is composed of several layers based on 

different types of information (cf. horizontal and vertical compositionality discussed 

in Section 3.2.2). It can also combine present observation or experience and the past 

reminiscence or provide a potential plan. Or, the setting can be constructed indirectly 

in relation to another location, as in the following example from Asimov’s (1984: 9) 

The Robots of Dawn, which does not describe the world quite as the reader knows it. 

The most relevant information for the setting is marked with bold font: 
(4.1) “Elijah Baley found himself in the shade of the tree and muttered to himself, ‘I knew 
it. I’m sweating.’ 

He paused, straightened up, wiped the perspiration from his brow with the back of 
his hand, then looked dourly at the moisture that covered it. 

‘I hate sweating,’ he said to no one, throwing it out as a cosmic law. And once again 
he felt annoyance with the Universe for making something both essential and unpleasant.  

One never perspired (unless one wished to, of course) in the City, where temperature 
and humidity were absolutely controlled and where it was never absolutely necessary for the 
body to perform in ways that made heat production greater than heat removal. 

Now that was civilized. 
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He looked out into the field, where a straggle of men and women were, more or 
less, in his charge. They were mostly youngsters in their late teens, but included some middle 
aged people like himself. They were hoeing inexpertly and doing a variety of other things 
that robots were designed to do – and could do much more efficiently had they not been 
ordered to stand aside and wait while the human beings stubbornly practised. 

There were clouds in the sky and the sun, at the moment, was going behind one of 
them. He looked up uncertainly. On the one hand, it meant the direct heat of the sun (and the 
sweating) would be cut down. On the other hand, was there a chance of rain?” (Asimov 1984: 
9.) 
 
In (4.1), the orientational information consists of spatial and temporal 

elements. There are several explicit spatial references, including references to the 

shade of the tree, the City, a field, and clouds in the sky. The first actual location is in 

the shade of the tree which could be anywhere outdoors. The protagonist’s location is 

further developed through the contrasted city and the field. The point is that the 

explicit information for the spatial location in the City would misguide the reader if 

the focus were on the lexical information only. But when combined with structural 

(the use of negation), textual and logical means, it is possible to locate the story in 

relation to the location named and thus emphasized in this sample. Namely, there are 

two contrasts: explicit/implicit and the current location field vs. the city, with an 

additional contrast based on the social position of the characters. All these are 

interconnected through the action in the field. In relation to both the characters and 

space, the text zooms out from local to global coherence (cf. Givón 1995). This textual 

structure is nested in that there are several layers of coherence: me and other people, 

the global countryside and city, and the local field. Thus, the text begins by gradually 

developing both horizontal and vertical compositional frames (cf. Section 3.2.2) 

which are connected together for a coherent textual meaning.  

The global location is provided indirectly and it is mainly based on two 

premises and the conclusion:  
Premise 1: The protagonist sweats  
Premise 2: One never perspires in the City  
Conclusion: The location of the protagonist is not in the City.32  
 
This conclusion redirects the reader to search for additional, implicit material 

in the text so that the surroundings can be associated with something. In (4.1) the 

actual setting is built indirectly in relation to another location, the city, as a contrast to 

it, which also emphasizes the sense of social exclusion. Since the explicit information 

does not necessarily establish the location, the setting cannot be based on explicit 

                                                            
32 I will further discuss this topic in Chapter 7 on Linguistic Painting. 
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reference only. Rather, it is a textual construction, consisting of both textual 

information and text-external, encyclopedic knowledge evoked by the text.  

The local location is more direct in (4.1). It is based on references to the shade 

of the tree and the field but here these are also used for establishing the global context 

(outside the city). 

In addition to characters and space, also the local and the global temporal 

frames are established at the beginning of (4.1), e.g. by the references to the sun and 

the shade of the tree, both being typical indexes of a day. This example illustrates the 

relevance of encyclopedic knowledge both for the temporal and the spatial frame. The 

indirectly established local time frame is probably a summer day, since the people are 

working in the field and there are references to the sun. The sun would be possible in 

the Arctic summer night, but the story is probably not located there, since the climate 

is established through the references to sweating and the clouds in the sky, a chance of 

rain. This suggests that the climate is both hot and humid. Unless the location is 

tropics at the beginning of the rainy season, then it must be summer. The global time 

frame is located in the fictional future. This is based on text derived information 

contrasted with encyclopedic knowledge of slaves or convicts contrasted with robots 

normally doing the work, the description of the city, especially not having to sweat 

there, which is not prototypically associated with an idea of a city in general. These 

components do not match with our knowledge of analogical surroundings, which thus 

suggests an imagined future. This example illustrates that focus on textual macro-units 

and content parameters alone do not explain what the setting is or how it is 

established. It needs to be investigated as a component of the general coherence and 

textual meaning – rather than structure. 

 
4.2. Setting Types and Some Textual Properties of Settings 

 
In this section, I will contrast different setting types with several other parameters in 

order to determine the prototypical properties of separate and gradual settings. I will 

investigate (a) the use of the setting types during different periods of time (Table 4.2), 

(b) setting type specific differences in novels and short stories (Table 4.3), (c) between 

genre clusters (Table 4.4), (d) in thematic emphasis (Table 4.5), (e) between layers 

types (Table 4.6), and (f) in different discourse types (Table 4.7). Based on the 

analysis, I suggest a profile for both separate and gradual/integrated setting types. 
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The material is divided into four temporal periods (pre 1849, 1850-1899, 

1900-1949, post 1950) to track differences in the discourse conventions for a setting. 

This division presented in Table 4.2 shows that there is some diachronic variation.33 

The separate setting is the most common type especially in texts published before 

1849 and somewhat less so at the early half of the 20th century, while the 

gradual/integral has been the dominating type in the latter half of 19th and 20th 

centuries. The general trend after the 1950’s seems to move from separate settings 

towards more gradual or integrated settings, in accordance with a general principle of 

show; don’t tell! (Cf. Chapter 8.) 

 -1849 1850-1899 1900-1949 1950- Total: 
Separate 5  8  36% 13  43% 19  29% 45  36% 
Grad. / Integr. 1 10  45% 8  27% 39  60% 58  47% 
S+G/I 1  4 18% 9  30% 7  11% 21  17% 
Total 7 22 99% 30  100% 65  100% 124  100% 
Portion of timed 
texts34  

7  22  18% 30  24% 65  52% 124  100% 

Table 4.2. Setting type variation in different periods of publication times 
 
As Table 4.3 illustrates, separate settings are more common in short stories, 

while in novels the setting is often built gradually or integrated into the story. This 

table also shows how the traditional analysis of short rather than long narratives has 

influenced the way the setting was described earlier.  

 Separate Grad/Integr S+G/I Total 
Novel 28  33% 45 54% 11   13% 84  100% 
Short Story 23   46% 17 34% 10   20% 50  100% 
Total 51   38% 62 46% 21  16% 134  100% 
Table 4.3. Setting types in novels and short stories 

 
As Table 4.4 illustrates, there are some genre-specific differences: notably 

science fiction, fairy tales and horror stories tend to have a separate setting (60%), 

while in crime stories and stories of love and human relations the setting is built 

gradually or integrated into the story (64% in crime stories; 50% in love and human 

relations). 

                                                            
33 Comparisons here are problematic in that the number of works differ in each category and there are 
some additional differences in e.g. the variation of genres in each category.  
34 For 26 texts there was no information on the date of publication available. 
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 Separate Grad/Integr S+G/I Total 
Adventure, History, War 7  44% 6   37% 3   19% 16   100% 
Biographical 5  36% 7  50% 2  14% 14 100% 
Crime 2  14% 9  64% 3  21% 14   99% 
SciFi, Horror, Fairy Tales 15  60% 8  32% 2   8% 25   100% 
Love and Human Relations 1  - 2   - 2   - 5   - 
Total 30  41% 32   43% 12   16% 74  100% 
Table 4.4. Setting types and genre clusters 

 
When the thematic emphasis is contrasted with setting types, there is a 

difference between (a) the space-oriented and (b) the character and action-oriented 

settings. As Table 4.5 illustrates, in settings focusing on characters and action, the 

spatio-temporal information is on the background and the setting is more often built 

gradually (with characters 68%; with action 65%). When the focus is on space, the 

story tends to have a clearly space-oriented separate setting (57%). This difference in 

itself is not surprising, since also the scope (being local in texts focusing on characters 

and action and more global in environment-oriented settings), the point of view and 

the nature of information differ in these two main options. Action and surroundings-

oriented genres include the cluster of fairy tales, horror stories and science fiction. 

 Separate Gradual/Integr. Separ + S/I Total 
Space 16  57% 7  25% 5  18% 28  100% 
Time - - - - 1 - 1 - 
Characters 5  13% 25  68% 7  19% 37  100% 
Action 4  20% 13  65% 3  15% 20  100% 
Combination 28  47% 21  35% 11  18% 60  100% 
Other 2 - 2 - - - 4  - 
Total 55  37% 68  45% 27  18% 150  100% 
Table 4.5. Setting types and thematic emphasis 

 
Settings also differ in which aspects of the world, i.e. mental, socio-cultural or 

physical layer (see Chapter 5 on layers), are emphasized, as Table 4.6 illustrates. 

Settings describing the physical layer differ from the others. While the physically 

oriented settings more often tend to be separate (59% of the settings), socio-culturally 

and mentally oriented settings are more often built gradually or integrated into the 

story. If the focus is on the mental layer, spatio-temporality is clearly in the 

background: 75% of these texts had a gradual/integrated setting. 
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 Separate Gradual/Integr. Separ+G/I Total 
Physical 19  59% 8  25% 5  16% 32  100% 
Socio-cultural 25  34% 35  48% 13  18% 73  100% 
Mental 1  8% 9  75% 2  17% 12  100% 
Combination 10  30% 16  48% 7  21% 33  99% 
Total 55  37% 68  45% 27  18% 150  100% 
Table 4.6. Setting types and the layer 

 
There are also properties all settings tend to share. For example, as Table 4.7 

illustrates, setting types share the preference for the external point of view (52-67% of 

the settings), where the narrator is text-external and separate from the protagonist. The 

contrastive type with both the narrator and the protagonist being text-internal 

characters, either as the same person (text-internal first person narrator) or as separate 

characters (text-internal third person description of the protagonist), is less common. 

 Gradual/Integral Separate Separate + G/I Total 
External 38  56% 37  67% 14  52% 89  59% 
Internal-1st pers 20  29% 14  25% 7  26% 41  27% 
Internal-3rd pers 7  10% 2  4% 6  22% 15  10% 
Other 3  4% 2  4% - - 5  3% 
 68  99% 55  100% 27  100% 150  99% 
Table 4.7. Discourse types in different types of settings 

 
Thus, the way the setting is constructed is connected with the discourse 

strategy and the key properties of this strategy. Parameters like thematic emphasis, the 

layer of the world described and discourse type all influence the overall strategy.  

If all the parameters described were combined independently, the prototypical 

separate setting would be a horror short story published before 1849, where the 

thematic focus is on space and the physical aspects of the world, narrated by an 

external narrator. Even though there is no such text in the corpus which would have 

all these parameters, Shelley’s (1818) Frankenstein, or the Modern Prometheus 

(Example 4.2) is close to this type, except that it has a text-internal narrator and it is 

not a short story. Frankenstein begins by an embedded, explicitly dated (St. 

Petersburgh, Dec. 11th, 17--) letter, the second paragraph of which describes the 

physical surroundings experienced and imagined by the narrator. Another good 

example of a separate setting can be found in (4.2) from Twain’s (1986/1894) 

Pudd’nhead Wilson’s Calendar (cf. 4.4 for a more detailed analysis), which provides 

both space and time explicitly already at the very beginning of the story: 
(4.2) “The scene of this chronicle is the town of Dawson's Landing, on the Missouri side of 
the Mississippi, half a day's journey, per steamboat, below St. Louis. 
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In 1830 it was a snug collection of modest one- and two- story frame dwellings…. ”  
(Twain 1986/1894) 
 
The prototypical gradual or integrated setting would be a  crime novel 

published after 1950, where the focus would be on characters, action and the mental 

layer (see Chapter 5), narrated by an external narrator. There is no text with exactly 

this combination of properties in the corpus, but Agatha Christie’s (1971) Nemesis 

shares several properties of this type, except that it, like many detective stories, 

focuses on the socio-cultural aspects of the world: 
(4.3) “In the afternoons it was the custom of Miss Jane Marple to unfold her second 
newspaper. Two newspapers were delivered at her house every morning. The first one Miss 
Marple read while sipping her early morning tea, that is, if it was delivered in time. The boy 
who delivered the papers was notably erratic in his management of time. Frequently, too, 
there was either a new boy or a boy who was acting temporarily as a stand-in for the first one. 
And each one would have ideas of his own as to the geographical route that he should take in 
delivering. Perhaps it varied monotony for him. But those customers who were used to 
reading their paper early so that they could snap up the more saucy items in the day’s news 
before departing for their bus, train or other means of progress to the day’s work were 
annoyed if the papers were late, though the middle-aged and elderly ladies who resided 
peacefully in St Mary Mead often preferred to read a newspaper propped up on their breakfast 
table.  

Today, ...”  (Christie 1971: 7.) 
 
As I will explain later, this particular setting (4.3 above) is also a prototypical 

example of a setting with an indoors frame. 

 
4.3. Differences in Thematic Emphasis 

 
Even though the background information provided typically covers most of what is 

needed for processing textual meaning, there are differences in how and at what stage 

the information is provided, and the thematic emphasis of the beginning has a strong 

influence on whether space and time are the key issues at this point or whether they 

are left on the background and thus established gradually. The variation here is not 

random. The choice of the viewpoint, narration type, the nature and the emphasis of 

the information given all function according to a more general strategy and 

communicative purpose of the text. For example, the story can thematically focus on a 

variety of things including the main character or the narrator (as in Ellison’s 1952 

Invisible Man), location (Twain’s 1894 Pudd’nhead Wilson; Example 4.4), social 

conventions (tea-time in The Portrait of A Lady by James 1881), or historical details 

about the main character (Irving’s 1973 The 158-Pound Marriage), the protagonist’s 

family (Austen’s 1811 Sense and Sensibility) or a location at a specific historical time 
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(Doctorow’s 1974 Ragtime; Example 4.8). Even a memory of a habit (Joyce’s 1916 

Portrait; Example 6.20) or an event (Forster’s 1908 A Room with a View) can function 

as a starting point to a story. However, as Table 4.8 illustrates, most settings in the 

corpus began with characters, space or action. Time or any other thematic focus was 

rare, unless combined with the others. 

 Single Combination with another type Total 
Character 38 44 82 
Space 28 41 69 
Action 20 32 52 
Time 1 14 15 
Other - - 4 
All texts 87 63 (overlap eliminated) 150 (overlap eliminated) 
Table 4.8. Variation in thematic emphasis 

 
As Table 4.8 illustrates, narrative fiction is clearly about the protagonist (82 

text beginnings out of 150 focus on characters) and his or her action or experience of 

the surroundings. More than half of the character-oriented texts combined the text-

external narrator with past tense, while all purely present tense texts had a text-internal 

first person narrator. When combined with other properties, character-oriented texts 

focus on the socio-cultural (62 text beginnings) and mental (19 text beginnings) 

aspects of the world, rather than the physical (15 text beginnings) (see Appendix IV 

for details). 

If the focus is not on the characters, it is either on spatial environment, action 

or temporal surroundings, as Table 4.8 shows. Characters, space and action are far 

more common also in combinations (Table 4.9) than time, either alone or in a 

combination. Clearly, the most common combinations are those of space with 

character(s) (17 texts), action with character(s) (15 texts) and space with action (8 

texts), other combinations being far less common. 

Combinations of two Combinations of three Combinations of four 
17 Character(s) + Space 
15 Character(s) + Action 
8 Space + Action 
4 Space + Time 
2 Action + Time 
1 Character(s) + Time 

5 Character(s) + Space + Time 
5 Character(s) + Space + Action 
1 Space + Action + Time  
0 Character(s) + Action + Time  

1 Character(s) + Space + Action 
+ Time 

Table 4.9. Thematic combination types in settings 
 
There are several other parameters connected with thematic emphasis. I will 

now discuss the relationship between thematic emphasis and (a) diachronic tendencies 

(Table 4.10), (b) author’s sex (Table 4.11), (c) cultural preferences (Table 4.12), and 

(d) genre (Table 4.13). 
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When the emphasis of the thematic parameters is investigated diachronically, 

the use of combinations has gradually increased by time, and the differences in the 

thematic emphasis between texts have gradually evened out. The clearest change is 

associated with the turn of the century. In the texts published in the 20th century, the 

focus on characters in relation to other themes is no longer as dominating as during 

the 19th century.     

 -1849 1850-1899 1900-1949 1950- Total 
Space 2  4  18% 8  27% 10  15% 24  19% 
Time35 - - - - - - - - - 
Characters 3  9  41% 8  27% 11  17% 31  25% 
Action - 3  14% 3  10% 10  15% 16  13% 
Combination 1  6  27% 11  37% 32  49% 50  40% 
Other 1  - - - - 2  3% 3  2% 
Total 7  22  100% 30  101% 65  99% 124  99% 
Table 4.10. Differences in thematic emphasis based on publication times 

 
Male and female authors are compared in Table 4.11. Male authors tend to 

focus more on characters and space than female authors. However, for authors of both 

sexes, various types of combinations are typical, for female authors slightly more than 

for male, and for both, time was a part of the thematic emphasis in combinations only. 

 Male Female Total 
Combination 38  39% 16  43% 54  40% 
Characters 26  27% 7  19% 33  25% 
Space 19  20% 6  16% 25  19% 
Action 11  11% 7  19% 18  13% 
Other (excl. time) 3  3% 1  3% 4  3% 
Total 97  100% 37  100% 134  100% 
 Table 4.11. The author’s sex and variation in thematic emphasis 

 
The cultural background of the author is investigated in Table 4.12. Both the 

British and the American authors tend to prioritize themes in the same way.  

 British American & Nat. Am. Australian Irish Total 
Space 8  16% 13  21% 1 2 24  19% 
Characters 14  28% 14  23% 1 4 33  26% 
Action 7  14% 9  15% 2 - 18  14% 
Combination 17  34% 25  41% 3 5 50  39% 
Other (time 
excl.) 

4  8% - - - - 4  3% 

Total 50  100% 61  100% 7 11 129  101% 
Table 4.12. The author’s cultural background and variation in thematic emphasis  
(BofE material excluded) 

 
The clearest and most natural differences in thematic emphasis are between 

genre clusters, as Table 4.13 illustrates. Biographical narratives, love stories, 
                                                            
35 There was one example of this type as well, but the date of publication for this text was not known. 
Thus the type is marginal but not non-existent.  
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adventures, war and history oriented texts focus on characters and crime stories on 

action while space is an important component in highly imaginative genres like 

science fiction, horror stories and fairy tales. In human interest oriented biographical 

and love stories the focus on characters is even more common than various types of 

combinations. In all types, time was thematically emphatic only in combinations with 

some other parameters. 
 Space Character Action Combinat Other Total 
Adv, War, Hist. - - 5  31% 3  19% 7  44% 1  6% 16  100% 
Biogr. 3  21% 8  57% 2  14% 1  7% - - 14  99% 
Crime 1  7% 1  7% 5  36% 6  43% 1  7% 14  100% 
SciFi, Fairy., Hor 6  24% 2  8% 1  4% 14 56% 2  8% 25  100% 
Love - - 3  60% 1  20% 1  20% - - 5  100% 
Total 10  14% 19 26% 12 16% 29 39% 4  5% 74  100% 
Table 4.13. Thematic emphasis in different genres 

 
To sum up, purely time-oriented settings are rare. Typically time is combined 

with other thematic components. Also space-oriented texts are often combined with 

other themes, they tend to have a separate setting (57%). Space-oriented texts in this 

sample are slightly more common in texts written by male and American authors, 

slightly more common in highly imaginative texts (like horror stories and science 

fiction) than in other genres. In the following, I will briefly discuss both space and 

time-oriented settings. 

 
4.3.1. Space-Oriented Settings 

 
If a narrative does not begin with a heavy emphasis on the characters, then it typically 

describes the spatial surroundings of the forthcoming episodes. Twain’s (1986/1894) 

Pudd’nhead Wilson is a good example of a space-oriented setting.36 In (4.4), Twain 

begins with two extracts, which are citations from “Pudd’nhead Wilson’s Calendar”, 

followed by an explicit naming of the location, together with a global location on the 

map (cf. Appendix III): 
(4.4a) “The scene of this chronicle is the town of Dawson's Landing, on the Missouri side of 
the Mississippi, half a day's journey, per steamboat, below St. Louis.” (Twain 1986/1894.) 
 

Twain then gradually builds spatio-temporal surroundings by extending the 

description of the local environment outwards through houses, streets and the river, 

                                                            
36 Other typical examples of space-oriented settings include The Fall of the House of Usher (Poe 1839), 
The House of Seven Gables (Hawthorne 1851), The Tragedy of Pudd’nhead Wilson (Twain 1894), 
“Araby” (Joyce 1914), Gaudy Night (Sayers 1935), The Victim (Bellow 1947), Zen and the Art of 
Motorcycle Maintenance (Pirzig 1974), American Psycho (Ellis 1991), and Brazil (Updike 1994).  
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borders like the hills, main connections to the world outside and by describing the 

social atmosphere.  
(4.4b) “In 1830 it was a snug collection of modest one- and two- story frame dwellings, 
whose whitewashed exteriors were almost concealed from sight by climbing tangles of rose 
vines, honeysuckles, and morning glories.  Each of these pretty homes had a garden in front 
fenced with white palings and opulently stocked with hollyhocks, marigolds, touch-me-nots, 
prince's-feathers, and other old-fashioned flowers; while on the windowsills of the houses 
stood wooden boxes containing moss rose plants and terra-cotta pots in which grew a breed of 
geranium whose spread of intensely red blossoms accented the prevailing pink tint of the rose-
clad house-front like an explosion of flame. When there was room on the ledge outside of the 
pots and boxes for a cat, the cat was there – in sunny weather – stretched at full length, asleep 
and blissful, with her furry belly to the sun and a paw curved over her nose. Then that house 
was complete, and its contentment and peace were made manifest to the world by this symbol, 
whose testimony is infallible. A home without a cat – and a well-fed, well-petted, and 
properly revered cat – may be a perfect home, perhaps, but how can it prove title?” (Twain 
1986/1894.) 
 

The time of the events described is stated explicitly in the second paragraph 

(beginning of 4.4b). Yet, the emphasis is on spatial information, with a text-external 

narrator’ point of view. The setting consists of several types of information on the 

basis of which the reader is able not only to locate the story to the world but also to 

create a sense of the place. The general strategy is to extend the setting from local to 

global. In the third paragraph (4.4c), Twain gives the routes that tie the local location 

to more global surroundings: 
(4.4c) “All along the streets, on both sides, at the outer edge of the brick sidewalks, stood 
locust trees with trunks protected by  wooden boxing, and these furnished shade for summer 
and a sweet fragrance in spring, when the clusters of buds came forth.  The main street, one 
block back from the river, and running parallel with it, was the sole business street.  It was six 
blocks long, and in each block two or three brick stores, three stories high, towered above 
interjected bunches of little frame shops. Swinging signs creaked in the wind the street's 
whole length.  The candy-striped pole, which indicates nobility proud and ancient along the 
palace-bordered canals of Venice, indicated merely the humble barbershop along the main 
street of Dawson's Landing. On a chief corner stood a lofty unpainted pole wreathed from top 
to bottom with tin pots and pans and cups, the chief tinmonger's noisy notice to the world 
(when the wind blew) that his shop was on hand for business at that corner.” (Twain 
1986/1894.) 

 
Then, (in the fourth paragraph, 4.4d) he describes the river and the bordering areas 

(the river and the hills): 

(4.4d) “The hamlet's front was washed by the clear waters of the great river; its body stretched 
itself rearward up a gentle incline; its most rearward border fringed itself out and scattered its 
houses about its base line of the hills; the hills rose high, enclosing the town in a half-moon 
curve, clothed with forests from foot to summit.” (Twain 1986/1894.) 

 
The next step, taken in the fifth paragraph, is to provide both the main connections 

and means of transportation to the global environment: 

(4.4e) “Steamboats passed up and down every hour or so. Those belonging to the little Cairo 
line and the little Memphis line always stopped; the big Orleans liners stopped for hails only, 
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or to land passengers or freight; and this was the case also with the great flotilla of 
"transients."  These latter came out of a dozen rivers--the Illinois, the Missouri, the Upper 
Mississippi, the Ohio, the Monongahela, the Tennessee, the Red River, the White River, and 
so on--and were bound every whither and stocked with every imaginable comfort or necessity, 
which the Mississippi's communities could want, from the frosty Falls of St. Anthony down 
through nine climates to torrid New Orleans.” (Twain 1986/1894.) 
 

After all this, the text focuses on the social aspects of the location (in the sixth 

paragraph), which is still a part of the setting:  

(4.4f) “Dawson's Landing was a slaveholding town, with a rich, slave-worked grain and pork 
country back of it.  The town was sleepy and comfortable and contented.  It was fifty years 
old, and was growing slowly – very slowly, in fact, but still it was growing.” (Twain 
1986/1894.) 

 
Twain’s (1986: 55-57) setting proceeds with the general description of the location, as 

a part of the story. Later on this extract is followed by a description of the people 

living in this location, and the text continues building the surroundings, which the 

reader can associate with both intertextually and through personal knowledge. Here, 

too, the amount of supposedly shared knowledge of the culture, the world and other 

texts affects the way textual meaning is created. The less the target group knows about 

the world described, the more information is needed for creating a properly 

functioning illusion of the surroundings.37  

Combination type Number Subtypes 
Space + Character(s) (+X) 28 17 Space + Character(s)   

5  Space + Character(s) + Time 
5  Space + Character(s) + Action 
1  Space + Character(s) + Action + Time 

Space + Action (+X) 15 8 Space + Action  
5 Space + Action + Character(s) 
1 Space + Action + Time 
1 Space + Action + Character(s) + Time 

Space + Time (+X) 11 5 Space + Time + Character(s) 
4 Space + Time 
1 Space + Time + Action 
1 Space + Time + Character(s) + Action 

Total of Combinations: 41 (Overlap excluded)38 
Space as the dominating theme: 28  
Total: 69 Singles and Combinations out of 150 settings. 
Table 4.14. Space-oriented thematic combinations 

 
As Table 4.14 shows, in the sample of 150 settings, 69 focused on space, 

either as the dominating theme (28 settings) or a combination (Table 4.14) of space 

(41 settings) together with at least character (28), action (15), or time (11). Several 

                                                            
37 As Mey (2000: 201) notes, the localization, the illusion of spatial presence need to be “depicted 
truthfully, in accordance with the actual historical, topological, geographical, and other details”. It 
needs to be believable and at least potentially possible. (Cf. also Doležel 1989: 230). 
38 Combinations of three and four are counted only once in the total. 
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settings combine more than two properties. The most common combinations are space 

with character(s) (28 texts with other parameters, 17 texts as a dual theme only) or 

with action (15 texts, 8 as a dual theme pair).  

The most common space-oriented type combines external point of view with 

past tense (39 texts) (see Table 4.15). The external point of view and the past tense 

were also most common when combined with other features. Out of the 69 texts 45 

were based on the use of text-external narrator, and 54 were written in the past tense.  

Tense \ Narrator External Internal, 1st person Internal, 3rd person Total 
Present Tense 5 4 - 9 
Past Tense 39 12 3 54 
Dual (pres + 
past) 

1 3 2 6 

Total 45 19 5 69 
Table 4.15. Tense and discourse types in space-oriented thematic combinations 

 
Since written narrative fiction is often about the protagonist’s personal 

experience, spatiality is also often tied to the protagonist, and the text can be 

composed of both the narrator’s description of the character and surroundings 

combined with a glimpse of how the protagonist observes, senses or interprets the 

surroundings. Spatial descriptions are often used for illustrating atmosphere and the 

narrator’s interpretation of the location (Poe’s 1839 The Fall of the House of Usher; 

see Example 4.6), which, in turn, is a part of the strategy for creating the character, 

while in some texts space functions as a part of the action used for creating a character 

(e.g. Heinlein’s 1982 Friday; Example 4.11), or social standing. The location can also 

represent something else. For example, in Updike’s (1994) Brazil, Copacabana is a 

metaphor of democracy. This setting combines space with time and social relevance (a 

location as an indicator of democracy through all the people on the beach being alike). 

People, in this sample, function as a part of the setting and merge with space as a part 

of the description – with social relevance. 
(4.5) “Black is a shade of brown. So is white, if you look. On Copacabana, the most 
democratic, crowded, and dangerous of Rio de Janeiro’s beaches, all colors merge into one 
joyous, sun-stunned flesh-color, coating the sand with a second, living skin. 

One day not long after Christmas Day years ago, when the military was in power in 
far-off Brasília, the beach felt blinding, what with the noon glare, the teeming bodies, and the 
salt that Tristão brought back in his eyes from the breakers beyond the sandbar. So strongly 
did the December sun strike down that small circular rainbows had kept appearing in the spray 
of the breaker, out there beyond the bar, all about the boy’s sparkling head, like spirits. 
Nevertheless, returning to the threadbare T-shirt that served him also for a towel, he spotted 
the pale girl in a pale two-piece bathing suit, standing erect back where the crowd thinned. 
Beyond her were the open spaces for volleyball and the sidewalk of the Avenida Atlântica, 
with its undulating tessellated stripes.” (Updike 1994: 3.)  
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Space is also used for creating the atmosphere and the characters, through their 

interpretation of the surroundings, as in the clearly atmosphere-oriented novels by 

Maugham (1915) Of Human Bondage (cf. Example 7.7) and Poe (1839) The Fall of 

the House of Usher (Example 4.6), which additionally uses physical details for 

establishing a temporal frame to the story: 
(4.6) “During the whole of a dull, dark, and soundless day in the autumn of the year, when 
the clouds hung oppressively low in the heavens, I had been passing alone, on horseback, 
through a singularly dreary tract of country; and at length found myself, as the shades of 
evening drew on, within view of the melancholy House of  Usher.” (Poe 1983/1839) 
 
The external descriptive narration is fused with the protagonist’s 

interpretation, sensing of the surroundings. By doing this, Poe also creates the 

protagonist through how the surroundings are interpreted while at the same time this 

interpretation of the spatial information is used for creating the atmosphere that fits the 

forthcoming horror story. The point is that localization is used for multiple purposes, 

and there are differences between texts in how this is achieved (cf. e.g. O’Toole 1982: 

181). Thus, even though a text focuses on space, the space itself can be used for 

building several layers of textual meaning. 

In narrative fiction, space can be combined with characters and time (tempo) in 

motion. Both the settings of Brazil (Updike 1994; Example 4.5) and The Fall of the 

House of Usher (Poe 1839; Example 4.6) provide a stable, static description of the 

surroundings, but the spatial description can also be dynamic. The relevant 

information includes characters who move and observe the motion, i.e. how 

descriptive the motion is and whether the verbs of motion are tied to the protagonist or 

some other character in relation to the current surroundings of the one moving and the 

one observing the motion.  

In stative settings the motion (if any) is local frame internal. In dynamic 

settings (i.e. settings based on the dynamic frame; cf. 3.2.2), the character’s 

movement, and all other motion needs to be connected with the linear sequentiality 

since the landmarks mark changes in frame continuities and general coherence. There 

are two kinds of movement: (1) the motion of the character and (2) the motion of a 

vehicle, within which the character may or may not move. In type (1), with verbs of 

motion the spatio-temporal linear continuity of the character’s body functions in 

relation to landmarks within a frame. In type (2), there can be descriptions of two 

surroundings, for example, the interior and the view outside a train or a ship, and the 
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coherence is based on interaction of what I call dual frames (cf. 3.2.2), where one 

frame is e.g. the location within the vehicle as a container in motion and the other is 

the frame in relation to which the vehicle moves. 

Motion-related tempo is also established through the landmarks and iconicity. 

With a slower speed there is more time to observe surroundings, and this illusion can 

be created by e.g. providing more descriptive details of the global surroundings. With 

a faster speed, more general and focused local landmarks can be used, landmarks that 

the observer-experiencer goes around, touches etc. Of course, there are also 

lexicalised differences in meaning with verbs of motion signalling differences in the 

speed of the motion described (walk vs. run). The following examples from Darnton’s 

(1996) Neanderthal (Table 4.16, left column) and Golding’s (1955) The Inheritors 

(4.16, right column; cf. Example 5.21; Appendixes III & IV) are very different in that 

Darnton is more static than the more dynamic Golding: 

Stative, global scope Dynamic, local scope 
“Akbar Atilla rested his AK-47 against a tree 
trunk and moved away from the campfire in 
search of a place to relieve himself. There was 
barely enough moon to see by; bands of 
clouds spread across the night sky in layers 
and from time to time blotted it out 
altogether. 

The Mujahadeen guerrillas had 
ascended higher and higher into the Tajik 
mountains in search of a secure base. Here 
they were safe. No government forces could 
reach them short of mounting a major 
expedition, and if they tried, the guerrillas 
could lie in wait in any one of thousands of 
crevices and pick them off. The mountain was 
an unassailable fortress.”  

(Darnton 1996: 3)

“Lok was running as fast as he could... Lok’s feet 
were clever. They saw. They threw him round the 
displayed roots of the beeches, leapt when a puddle of 
water lay across the trail. Liku beat his belly with her 
feet. 

“Faster! Faster!” 
His feet stabbed, he swerved and slowed. Now 

they could hear the river that lay parallel but hidden to 
their left. The beeches opened, the bush went away 
and they were in the little patch of flat mud where the 
log was. 

“There, Liku.” 
The Onyx marsh water was spread before 

them, widening into the river. The trail along by the 
river began again on the other side on ground that 
rose until it was lost in the trees...”  

(Golding 1971: 11/1955) 
Table 4.16. Examples of space-oriented settings with a stative, global scope and a dynamic, local scope  

 
The speed and iconically the tempo of things is faster in Golding (Table 4.16, 

right column) than in Darnton (Table 4.16, left column). Darnton describes a static 

environment with a very slow motion within a local frame. The setting has a dual 

nature of describing both the local campfire and the global Tajik mountains. The faster 

speed in the Golding text is based on scattering the information of the surroundings 

while as the actual plot proceeds. Golding uses short sentences and motion-related 

landmarks on route, imitating both the observation of his exceptional main characters 

and the fast speed they have. Both viewpoint and tempo are created lexically by 

choosing the right level of the landmarks and the right type of verbs. The tempo 
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changes at the point when Lok, Liku and Oa reach the beach through longer and more 

detailed description of the surroundings (the use of premodifiers etc.). The text 

contains descriptive movement, spatio-temporal linear continuity in relation to 

landmarks, i.e. the combination of verbs of motion (or cognition), and lexical 

references to the surroundings (as in Golding 1955, Table 4.16; Pirsig 1981; cf. 

Example 4.7). The narration often iconically reflects the tempo of the experience and 

motion. Thus, the tempo comes not only through the choice of verbs but also through 

the length of the associative chains and embeddings that follow.  

The more description there is in the text, the more time there is analogically to 

observe and the slower the tempo presented. Another good example of this type of 

iconicity of the first person description of the surrounding as if experienced can be 

found in Pirsig’s (1974) Zen and the Art of Motorcycle Maintenance (4.7): 
(4.7) “I can see by my watch, without taking my hand from the left grip of the cycle, that it is 
eight-thirty in the morning. The wind, even at sixty miles an hour, is warm and humid. When 
it’s this hot and muggy at eight-thirty, I’m wondering what it’s going to be like in the 
afternoon. 

In the wind are pungent odors from the marshes by the road. We are in the area of the 
Central Plains filled with thousands of duck hunting sloughs, heading northwest from 
Minneapolis toward the Dakotas. This highway is an old concrete two-laner that hasn’t had 
much traffic since a four-laner went in parallel to it several years ago. When we pass a marsh 
the air suddenly becomes cooler. Then, when we are past, it suddenly warms up again. 

I’m happy to be riding back into this country. It is a kind of nowhere, famous for 
nothing at all and has an appeal because of just that. Tensions disappear along old roads like 
this. We bump along the beat-up concrete between the cattails and stretches of meadow and 
then more cattails and marsh grass. Here and there is a stretch of open water and if you look 
closely you can see wild ducks at the edge of the cattails. And turtles. ... There’s a red-winged 
blackbird.” (Pirsig 1981: 3 / 1974) 

 
In Pirsig’s (1974) setting, motion is described in relation to the relaxed riding 

of a motorcycle with larger scale, distant landmarks in the surroundings, emphasizing 

the sensory aspects of the experience; whereas Golding (1971; cf. Table 4.16) focused 

on the action, the motion of the characters and the quick observations and tactile 

sensations of route selection. Temporal events have a natural, iconic order in 

narratives (which is noted by several linguists, e.g. Brown and Yule 1983: 144; Klein 

& von Stutterheim 1991.) In Pirsig, the list of observations the reader “senses” 

through reading the text is iconic to the illusion of what the protagonist feels, sees, or 

where he moves and “the sequential structure of reported events is determined by the 

order in which they were observed, rather than by their most natural physical 

sequence” just as in Hemingway’s The Killers discussed in Brown & Yule (1983: 

147).  
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4.3.2. Time-Oriented Settings 
 

Narrative fiction does not typically focus on time, even though the whole narration is 

temporally oriented, structurally marked by tense and aspect, and based on a sequence 

of episodes described. Rather than being a dominating property, time is typically 

combined with something else (14 out of the 15 time-oriented settings were of the 

combined type, only one focused on time only; see Table 4.17).  

Combination type Number Distribution into subtypes 
Time + Space (+X) 11 5 Time + Space + Character(s)  

4 Time + Space  
1 Time + Space + Action 
1 Time + Space + Character(s) + Action 

Time + Character(s) (+X) 7 5 Time + Character(s) + Space  
1 Time + Character(s) 
1 Time + Character(s) + Space + Action 
0 Time + Character(s) + Action 

Time + Action (+X) 4 2 Time + Action 
1 Time + Action + Space 
1 Time + Action + Space + Character(s) 
0 Time + Action + Character(s) 

Total of Combinations: 14 (Overlap excluded) 
Time as the Dominating Theme 1  
Total: 15 Singles and Combinations out of 150 texts.  
Table 4.17. Time-oriented thematic combinations 

 
Table 4.17 above shows that time is typically combined with characters, space 

and/or action rather than being the main thematic focus of the setting. The most 

common subtypes include time, space and character(s) (5 texts) and time with space (4 

texts). There are also examples of time-oriented settings, which combine other 

features, e.g. space (11 out of 14 texts), as in A Farewell to Arms (Hemingway 1929), 

Ragtime (Doctorow 1974; Example 4.8), and Galápagos (Vonnegut 1985); action, as 

in The Virgin in the Ice (Peters 1982); and character (7 out of 14 texts), as in “The 

Sisters” (Joyce 1914).  

 External Internal, 1st pers. Internal, 3rd pers. Total 
Present Tense - - - - 
Past Tense 6 5 - 11 
Dual (pres+past) 1 3 - 4 
Total 7 8 - 15 
Table 4.18. Tense and discourse types is time-oriented thematic combinations 

 
A typical time-oriented text is based on text-internal first person protagonist-

narrator (8 out of 15 texts) or an external narrator (7 out of 15 texts), both typically in 

the past tense (11 out of 15 texts). The most common combination is the past tense 

with either an external (6 out of 15 texts) or a text-internal first person narrator (5 out 
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of 15 texts). Texts with a text-internal, third person narrator were not found in the 

sample, nor texts with the present tense, unless combined with the past tense. 

Time consists of several levels of linear cyclicity (days, weeks, years, etc.) and 

for this reason also the text can focus on either the local or the global level, a 

combination of both or a layer somewhere between these two. The historical, socio-

cultural time depicted at the beginning of Doctorow’s (1974) Ragtime (Example 4.8), 

is a setting which focuses on a historical era. In this text, spatial and other details are 

used for creating a sense of time (the beginning of the 20th century.) Ragtime portraits 

details (also of the location) presented in relation to the fashion of the era, i.e. socio-

culturally established global time. 
(4.8) “In 1902 Father built a house at the crest of the Broadview Avenue hill in New Rochelle, 
New York. It was a three-story brown shingle with dormers, bay windows and a screened 
porch. Striped awnings shaded the windows. The family took possession of this stout manse 
on a sunny day in June and it seemed for some years thereafter that all their days would be 
warm and fair. The best part of Father’s income was derived from the manufacture of flags 
and buntings and other accoutrements of patriotism, including fireworks. Patriotism was a 
reliable sentiment in the early 1900’s. Teddy Roosewelt was President. The population 
customarily gathered in great numbers either out of doors for parades, public concerts, fish 
fries, political picnics, social outings, or indoors in meeting halls, vaudeville theatres, operas, 
ballrooms. There seemed to be no entertainment that did not involve great swarms of people. 
Trains and steamers and trolleys moved them from one place to another. That was the style, 
that was the way people lived. Women were stouter then. They visited the fleet carrying white 
parasols. Everyone wore white in summer. Tennis racquets were hefty and the racquet faces 
elliptical. There was a lot of sexual fainting...” (Doctorow 1977: 11 / 1974) 

 
In 4.8 (cf. Appendix III) the location is explicitly set in the Broadview Avenue 

hill in New Rochelle, New York, in 1902. The text contains explicit spatial information 

and space-related descriptions but the point is in the historical period of time. It 

functions like a reminiscence of a past era. The information provided is based on 

shared cultural knowledge, which is associated with a specific historical period, 

Theodore (Teddy) Roosevelt’s reign. The year and the location are named but the text 

also provides socio-economic details and general associations of the era. Even though 

the text is tied to a personal reminiscence, it has an intersubjective emphasis, which is 

established through shared historical knowledge of fashion, architecture, socio-

cultural habits and conventions typical of the early 20th century. 

The world created need not necessarily be based on historical details, as the 

lexical cues in (4.9) from Clarke’s (1990c/1950) “The Road to the Sea” illustrate. This 

description of an autumn evening is also an example of a more local time, and 

functions as a contrast to the global time presented earlier in Example (4.8). It is also 

an example of the other end of the continuum, which combines more than one level of 
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temporality i.e. (a) the early autumn and (b) the evening (suggested by the declining 

sunlight).  
(4.9) “The first leaves of autumn were falling when Durven met his brother on the headland 
beside the Golden Sphinx. Leaving his flyer among the shrubs by the roadside, he walked to 
the brow of the hill and looked down upon the sea. A bitter wind was toiling across the moors, 
bearing the threat of early frost, but down in the valley Shastar the Beautiful was still warm 
and sheltered in its crescent of hills. Its empty quays lay dreaming in the pale, declining 
sunlight, the deep blue of the sea washing gently against their marble flanks. As he looked 
down once more into the hauntingly familiar streets and gardens of his youth, Durven felt his 
resolution failing. He was glad he was meeting Hannar here, a mile from the city, and not 
among the sights and sounds that would bring his childhood crowding back upon him.”  
(Clarke 1990c: 3.) 

 
In (4.9) it is easy to establish the local time frame, autumn, but as far as the reader 

knows, there is no intersubjectively known place where the reader can locate the story, 

based on personal or intertextual knowledge. Thus, the global time frame is achieved 

(as it often is in science fiction) by a remodification of the knowledge evoked by the 

textual information (cf. Example 4.1 discussed earlier). Yet, the world a text depicts is 

“hypothesized to have properties analogous to those of the real world” (Segal 1995: 

64). In (4.9), this representation of the world is constructed by combining textual 

information with encyclopedic knowledge and intertextual allusions. So, the 

knowledge of flyers, climate, names etc. is used as a part of a new type of a textual 

representation of the world.  

In general, time is more complex and compositional in narratives, which 

contain both biographical and socio-cultural, especially historical elements, and 

several interconnecting layers between the local and the global time. So, in addition to 

the division of biographical and historical time, the granularity of the temporality 

needs to be taken into account. Both the time of the episodes described (local time) 

and the wider temporal context (global time) can be provided by the text, and the 

setting can focus on either of these – or both. Texts like Lady Chatterley’s Lover 

(Lawrence 1928) and Sense and Sensibility (Austen 1811), clearly show how there are 

several layers of temporal information relevant for the setting, especially (1) the 

embedded past which is tied to the biographical and social background of the 

characters and (2) the time (often narrated in the past tense) of the events and 

episodes described.  

Since narrative fiction is often an episodic story depicting a set of characters 

and their surroundings, time is by nature tied to the characters, and a time-oriented 

story is often a biographical account of events depicted as they would be experienced 
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(e.g. Irving’s 1989 Owen Meany, Example 5.18; Kerouac’s 1955 On the Road, 

Example 5.11). Often this biographical (internal) time is tied to socio-cultural, 

especially historical (external) time (e.g. Lawrence’s 1928 Lady Chatterley’s Lover) in 

order to create a sense of authenticity.  

In Doctorow’s (1974) Ragtime (Example 4.8), even though the narrator 

describes his past, the focus of the setting is on the historical time. In biographical 

texts the character’s life history is the main story in itself. Also in other texts, since the 

characters are important for the development and the motivation of the events and they 

are tied to the point of view, there are various indicators of time tied to the characters. 

The strategic differences are in the overall structure of stories focusing on the 

protagonist’s life. Often even the form resembles an autobiography or a biography, 

depending on the role of the narrator. The text need not actually be a real biography, 

but the conventions used are recognizable, as in e.g. Irving’s (1989; see Example 

5.18) A Prayer for Owen Meany. Stories like this need not necessarily be linear, 

beginning all the way from birth either. Another option is to use a reminiscence, as in 

Miller’s (1997) Ingenious Pain, thus creating an embedding of the past. Still another 

option is to reveal the past in fragments as a motivating factor behind the actions of 

the character while the story proceeds, especially if these can be used for gradually 

revealing new and interesting details of the character’s past relevant for the current 

point in the plot. Biographical texts often focus on (a set of) relevant turning points 

that make the story, with the necessary background information used for creating the 

characters and their past history, as in McGrath’s (1990) Spider. All in all, there are 

several indicators of character-specific time, including age (e.g. references to the year 

of birth, as in e.g. Kerouac 1958, Irving 1973/1991, age, as in e.g. Lawrence 1928, 

Demaria 1985, Example 7.4, Kerouac 1958, Hope 1993, Bierce 1909) and age-

specific language markers or even the point of view (e.g. childlike behaviour in Marsh 

1954/1982, Dorris 1994), descriptions of personal habits, social roles (son, daddy, 

father, grandfather; cf. Joyce’s 1916 Portrait, Example 6.20) and various 

intersubjective initiation rites, which are age and/or season specific and affect social 

and professional roles (e.g. military service, school days, working as a professor; for 

examples, see Irving 1989, Joyce 1976e).  

In several cases, the story begins with a description of the protagonist’s habits 

and moves on to a specific instance (as in detective stories, like Doyle 1986, Christie 
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1971), which can be explicitly marked with today, which functions as an anchoring 

for the present to be developed further in the story. Examples of settings which move 

from generic to specific, include Bellow (1947/1981), Christie (1971/1981), Ellison 

(1983/1952: 7-8) and Groom (1994; cf. Example 5.4). A good example of a story 

where the character is partly created through descriptions of habits, the setting being 

described just as all the other days, except in a certain specific respect, is Driving 

Force (Francis 1992): 
(4.10) “I had told the drivers never on any account to pick up a hitchhiker but of course one 
day they did, and by the time they reached my house he was dead. 

The bell by the back door rang as I was heating up left-over beef stew for a fairly 
boring supper, consequence of living alone, and with barely a sigh and no premonition I 
switched off the hotplate, put the saucepan to one side and went to see who had come...” 
(Francis 1992: 1.) 
 
Time is also related to action. While the classics of 19th century prose 

described social and other details relevant for the character and his or her social status, 

modern stories often begin in the middle of the action, building the characters and 

spatio-temporality as a part of the action. Action is typically built in relation to the 

socio-cultural information (38 texts). Action-oriented texts (52 settings in the sample) 

typically have an external narrator (37 texts), combined with past tense (44 texts). 

Only 14 texts in the sample had a text-internal narrator. (For details see Appendix IV). 

Heinlein’s (1982) Friday is a setting of this type: 
(4.11) “As I left the Kenya Beanstalk capsule he was right on my heels. He followed me 
through the door leading to Customs, Health, and Immigration. As the door contracted behind 
him I killed him.” (Heinlein 1982: 1.) 
 
Although the variation between different types of discourse and temporal 

profiles has increased, the external narrator describing events in the past tense has 

remained the most natural way of narrating and the most common form of interaction 

through different periods of time, as Table 4.19 illustrates: 
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 -1849 1850-1899 1900-1949 1950- Total 
Ext / Pres - - 1  5% - - 4  6% 5  4% 
Ext / Past 3  44% 10  45% 21  70% 29  45% 63  51% 
Ext / Dual - - 1  5% - - 1  2% 2  2% 
Int-1 / Pres 1  14% - - - - 4  6% 5  4% 
Int-1 / Past 1  14% 3  14% 4  13% 11  17% 19  15% 
Int-1 / Dual 1  14% 2  9% 2  7% 7  11% 12  10% 
Int-3 / Pres - - - - - - - - - - 
Int-3 / Past - - 4  18% 2  7% 5  8% 11  9% 
Int-3 / Dual - - 1  5% -  2  3% 3  2% 
Other 1  14% - - 1  3%  2  3% 4  3% 
Total 7  100% 22  101% 30  100% 65  101% 124  100% 
Total / Ext 3  43% 12  55% 21  70% 34  52% 70  56% 
Total / Int 3  43% 10  45% 8  27% 29  45% 50  40% 
Total / Int-1 3 5 6 22 36 
Total / Int-3 - 5 2 7 14 
Total / Past 4  57% 17  77% 27  90% 45  69% 93  75% 
Total / Pres 1  14% 1  5% - - 8  12% 10  8% 
Total / Dual 1  14% 4  18% 2  7 10  15% 17  14% 
Total 7  22 30 65 124 
Table 4.19. Variation in tense and discourse types in different periods of publication times 

 
With the combination of the external narrator and the past tense, the narrator 

can be located outside the situation described. He or she tells a story of the past, 

focusing on a named character, and basically within the current discourse is as distant 

from the protagonist as is the narratee. As a contrast, the text-internal third person 

with the present tense is the most unnatural way of narrating since it would create a 

strange universe of discourse, resembling a sports commentary. On the other hand, 

due to the inherent difference of the context, it would be quite natural in sports 

commentaries. This type does not occur in the corpus of the present work.   

 
4.4. Summary 

 
A clearly separate setting is not a norm in narrative fiction. In the corpus, only 37% of 

the settings had a clearly separate setting while nearly half the settings, 45%, were 

established gradually or integrated into the text. Settings also vary more than what has 

been claimed and the variation is connected to other, interacting parameters, including 

the separateness vs. graduality of the setting. Both the overall discourse strategy and 

the nature of foregrounded and backgrounded information influence the way the 

setting is established.  

Even though there are several potential thematic options for beginning a story, 

the material investigated revealed that there are only two real main options available 
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in written narrative fiction. The setting can either focus on (1) characters and/or action 

or (2) space. This strategic difference is not surprising, since also the scope (being 

local in texts focusing on characters and action and more global in environment-

oriented settings), the point of view and the nature of information differ in these 

options. Depending on whether the setting focuses on the characters or the space, a set 

of other properties tend to follow. In space-oriented settings, a separate setting is 

slightly more common since the surroundings are thematically foregrounded while in 

character and action-oriented settings the spatio-temporal aspects of the setting 

tend to be established gradually or integrated into the text. Also, in settings focusing 

on the mental layer, the spatio-temporal setting is clearly on the background and thus 

established gradually or integrated into the text. This duality is also connected with the 

genre. When the individually investigated parameters were combined, the analysis 

revealed that in theory the prototypical separate setting should be found in horror 

short stories published before 1849, where the thematic focus is on space and the 

physical layer, narrated by an external narrator while the contrastive prototypical 

gradual or integrated setting should be found in crime novels published after 1950, 

where the focus would be on characters, action and the mental aspects of the world, 

narrated by an external narrator. However, these separate parameters do not always 

cluster like this together, and both time and space are typically more or less connected 

with the character at some point. The main difference is in what tends to be provided 

first and the way it is provided, i.e. the discourse strategy selected for the narration. 
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5. Spatio-Temporal Layers, Lexicon and 
Settings  

 
5.1. Mental, Socio-Cultural and Physical Layers 

 
Textual meaning in narratives relies on both text itself and text-based inferences, and 

it is constructed in relation to mental, physical and socio-cultural aspects of the 

world. I call these sub-systems, which depict different aspects of the world, layers:39  

Layer is the linguistic interface between language users and either (1) mental, (2) 
socio-cultural or (3) physical aspect(s) of the world. 
 

Settings differ in how these layers are developed. A good example of a setting 

with an emphasis on the mental layer is Moby Dick (Melville 1851): 
(5.1) “Call me Ishmael. Some years ago – never mind how long precisely – having little or no 
money in my purse, and nothing particular to interest me on shore, I thought I would sail 
about a little and see the watery part of the world. It is a way I have of driving off the spleen, 
and regulating the circulation. Whenever I find myself growing grim about the mouth; 
whenever it is a damp, drizzly November in my soul; whenever I find myself involuntarily 
pausing before coffin warehouses, and bringing up the rear of every funeral I meet; and 
especially whenever my hypos get such an upper hand of me, that it requires a strong 
moral principle to prevent me from deliberately stepping into the street, and methodigally 
knocking people’s hats off – then, I account it high time to get to sea as soon as I can.” 
(Melville 1851) 
 
As words and phrases marked with a bold font in (5.1) (cf. Appendixes III-IV 

for details) illustrate, this setting focuses on the first person protagonist-narrator, his 

thoughts, interests and mental state. Even the emphatic use of various first person 

references (I, me, my) rather than references to other setting properties clearly indicate 

that the focus is on the protagonist-narrator. Practically everything is anchored to him. 

There is no clear attachment to a specific time or space at the beginning of this text. 

All this happened some years ago, on some shore (cf. words marked with italics), 

when the protagonist was dreaming about seeing the world. Even the explicitly 

mentioned month, November, refers metaphorically to the mental state of the character 

rather than time. Also locations like coffin warehouses metaphorically emphasize the 

character’s depression rather than surroundings, just like the actions described, e.g. 

participating in funerals, knocking people’s hats off, describe the aggressive angst of 
                                                            
39 This type of layers have appeared in various forms and frameworks in e.g. Teleman (1989), 
Verschueren (1999) and Werth (1995, 1999). I have adopted the classification from the literature, and I 
focus on whether they are lexically and textually valid as different categories or textual strategies in the 
creation of the setting. Verschueren (1999: Chapter 3), and Pederson & Nuyts (1998: 1), call these 
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the protagonist. This is both a good example of how the lexicon reflects the general 

focus and discourse strategy chosen for the setting and how the literal interpretation of 

the surface text would misguide the aimed interpretation of the implicit 

metaphoricality. 

A good example of a setting with an emphasis on the physical layer is 2010: 

Odyssey Two (Clarke 1982), which describes the physical properties of cultural 

artefacts in an outdoors frame: 
(5.2) “Even in this metric age, it was still the thousand-foot telescope, not the three-
hundred-metre one. The great saucer set among the mountains was already half full of 
shadow, as the tropical sun dropped swiftly to rest, but the triangular raft of the antenna 
complex suspended high above its centre still blazed with light. From the ground far below, 
it would have taken keen eyes to notice the two human figures in the aerial maze of girders, 
support cables, and waveguides.” (Clarke 1982) 
 
In (5.2) (cf. Appendixes III-IV for details) the words (marked with bold font) 

describe the physical surroundings; the concrete, measurable details of artefacts and 

objects. The setting also explicitly names geographical details, like the ground and 

mountains, and properties of the physical surroundings, like light and shadow. People 

are described as figures rather than characters. 

In settings focusing on the socio-cultural layer (see words marked with bold 

font in 5.3; cf. Appendixes III & IV for details), the focus is on characters and their 

socio-cultural roles, situations and behaviour, as in Austen’s (1816) Emma: 
(5.3) “Emma Woodhouse, handsome, clever, and rich, with a comfortable home and happy 
disposition, seemed to unite some of the best blessings of existence; and had lived nearly 
twenty-one years in the world with very little to distress or vex her. 

She was the youngest of the two daughters of a most affectionate, indulgent 
father; and had, in consequence of her sister’s marriage, been mistress of his house from a 
very early period. Her mother had died too long ago for her to have more than an indistinct 
remembrance of her caresses; and her place had been supplied by an excellent woman as 
governess, who had fallen little short of a mother in affection.” (Austen 1816)    
 

These texts rely on a partly different type of a discourse strategy, and for this reason, 

they also differ in relation to what type of information and which layers are 

emphasized (Table 5.1). Naturally, it is also possible to have various types of 

combinations in that several layers are developed side by side already at the very 

beginning.  

                                                                                                                                                                          
layers worlds. In Verschueren, the common ground is based on partly shared knowledge of what he 
calls mental, social and physical worlds. 
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Sharedness Meaning focus Layer 
Objective Physical surroundings 1. Physical  
Subjective Mind and mental states of a person 

Personal experience & interpretations of the surroundings 
2.  Mental  
 Intersubjective 

Culture and social surroundings 3. Socio-Cultural  
Table 5.1. The layers, types of interaction and knowledge  
 

As Table 5.1 illustrates, the experiential whole we call the world consists of 

three differently motivated but interacting sub-systems. The mental layer includes the 

self and various types of subjective interpretations of e.g. one’s feelings, emotions as 

well as of the surrounding world. The socio-cultural layer is based on the relationship 

between the self and the others and the society as a whole. It includes various types of 

social functions, culturally shared values and intersubjectively shared interpretations 

of the world. The physical layer is about the interaction between language users and 

the physical world. 

One of the central claims in this chapter is that both the lexicon and the 

settings differ in relation to the layer focused on. Yet, the setting can focus on either a 

single layer or a combination of several interlinked layers. The distribution of settings 

focusing on a particular single layer and various types of combinations can be seen in 

Table 5.2. I will also discuss to what extent this choice of layers is connected with 

other text-internal and text-external properties, including thematic focus (Table 5.3), 

setting type (Table 5.6), time of publication (Table 5.7), author’s sex (Table 5.8), 

genre cluster (Table 5.9), cultural background (Table 5.10) and frame type (Table 

5.11), and then specify the protypical properties of settings focusing on mental, 

physical and socio-cultural layers.  

Layer Single layer  Combination Total 
Socio-cultural 73 28 101 
Physical 32 24 56 
Mental 13 13 26 
Total 118 32 (overlap excluded)40 150 (overlap excluded) 
Table 5.2. Distribution of texts focusing on different layers  
 

The layers are connected with, but not completely dependent on the thematic 

focus, as Table 5.3 illustrates. In Table 5.3, settings with a single dominating theme 

and settings with a combination of themes are listed separately. The physical, space-

oriented settings differ clearly from the character-oriented settings. Settings 

focusing on the physical layer mainly deal with space (44%), while settings focusing 
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on the mental and socio-cultural layers focus on characters (67% with emphasis on the 

mental and 30% on the socio-cultural aspects). For example, both Moby Dick 

(Melville 1851; Example 5.1) and Emma (Austen 1816; Example 5.3) focus on the 

character, but describe different aspects of the world in relation to the character. 

Thematic focus Mental Socio-Cultural Physical Combin. Total 
Space - - 2  3% 14  44% 12  36% 28  19% 
Time - - - - 1  3% - - 1  1% 
Charact. 8  67% 22  30% 1  3% 6  18% 37  25% 
Action - - 14  19% 4  13% 2  6% 20  13% 
Other 1  8% 2  3% 1  3% - - 4  3% 
Combin. 3  25% 33  45% 11  34% 13  39% 60  40% 
Total 12  100% 73  100% 32  100% 33  99% 150  101% 
Table 5.3. Thematic emphasis and the layers  

 
When space and time are investigated in various types of thematic 

combinations, the differences are not as dramatic. As Table 4.14 illustrated, nearly 

half of the settings (69 out of 150; the total in Table 5.4) examined were at least partly 

space-oriented. The thematic focus was on space either alone or in various thematic 

combinations e.g. together with characters or time (see Table 4.14, Chapter 4 for 

details). Space-oriented settings are typically built in relation to physical or socio-

cultural layers, both types being nearly equally common, while the mental layer is 

rarely used with this type. (See Table 5.4.) 

The Layer Single Layer Combined Layers Total 
Physical 24  20  44 
Socio-cultural 21  19  40 
Mental 1 8 9 
Total 46 23 (overlap excluded) 69 (overlap excluded) 
Table 5.4. Distribution of layers in space-oriented settings 

 
In the sample of 69 settings, there were 46 texts with a single layer and 23 

texts with a combination of layers. The most common combination in space-oriented 

texts was the physical combined with the socio-cultural, other combinations of layers 

being much less common (see Appendixes IV-V for details). Thus, in addition to 

geographical elements, space-oriented settings contain socio-cultural elements.  

As I have mentioned before (Table 4.17), time is not a typical focus theme in 

narrative fiction. Table 5.5 shows that time-oriented (but thematically composite) 

settings are often built in relation to the socio-cultural layer. Time-oriented settings 

built in relation to the physical layer or a combination of socio-cultural, physical and 

                                                                                                                                                                          
40 Combinations include: 19 soc.-cult.+phys., 8 soc.-cult.+ment., 4 phys.+ment., 1 all three. 
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mental layers are less frequent. Physical layer was present in all combinations. (See 

Appendixes IV-V for details). 

Layer Single  Combined  Total 
Socio-cultural 8  2  10 
Physical 3  3  6 
Mental 1 1 2 
Total 12 3 (overlap excluded) 15 (overlap excluded)  
Table 5.5. Distribution of  layers in time-oriented settings  

 
Even though settings focus on time nearly always in combinations with other 

themes, it does not mean that time is of no importance. Temporal relationships are 

crucial for the discourse strategy, especially with respect to the relationships between 

the narrator, the protagonist and the surroundings. The distance between these is 

encoded by the choice of personal pronouns and tense in English. As I have 

mentioned earlier, the most common temporal profile in the corpus is a story narrated 

in the past tense by a text-external narrator (cf. Table 4.19). 

The setting type and the layer type also correlate: settings with the emphasis 

on the physical layer tend to be separate, while in mentally oriented settings the 

surrounding world is built gradually so that the spatio-temporal information is 

integrated into the story, as Table 5.6 shows. As I noted in Chapter 4, mentally 

oriented, gradual settings focus on characters. The socio-cultural layer is the most 

common in all types, varying from 45% to 51% in the sample, as Table 5.6 illustrates. 

Layer Separate Setting Gradual/Integr. Setting Separate + G/I Setting 
Layer 
Type 

Singl Comb Tot Singl Comb Tot Single Comb Tot 

Physical  19 
34% 

8 27 8  
12% 

10 18 5 
19% 

7 12 

Socio-
cultural 

25 
45% 

8 33 35 
51% 

13 48 13 
48% 

7 20 

Mental 1 
2% 

4 5 9 
13% 

10 19 2 
7% 

- 2 

Combin. - 10 
18% 

- - 16 
23% 

-  7 
26% 

 

Total 45 10 55 
99% 

52 16 68 
99% 

20 7 27 
100% 

Table 5.6. Layers in different types of settings (Total 150 settings) 
 
When the time of publication is considered (Table 5.7), there are no clear 

differences. The socio-cultural layer has dominated narrative fiction during all periods 

in the corpus. 
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Layer  -1849 1850-1899 1900-1949 1950- Total: 
Physical 1  14% 7  32% 7  23% 13  20% 28  23% 
Socio-Cult. 5  71% 9  41% 16  53% 28  43% 58  47% 
Mental - - 3  14% - - 8  12% 11  9% 
Combination 1  14% 3  14% 7  23% 16  25% 27  22% 
Total 7  99% 22  101% 30  99% 65  100% 124  101% 
Table 5.7. The layer and publication times  

 
As Table 5.8 illustrates, for both male and female authors the main emphasis is 

on the socio-cultural layer, for female authors somewhat more often than for male. 

Male authors tend to describe the physical environment slightly more often than 

female authors.  

Gender Physical  Socio-Cultural Mental Combination Total 
Male 23  24% 44  45% 9  9% 21  22% 97  100% 
Female 6  16% 20  54% 3  8% 8  22% 37  100% 
Total 29  22% 64  48% 12  9% 29  22% 134  101% 
Table 5.8. The layer and the author’s sex  
 

The socio-cultural layer is most common in all genres (Table 5.9). However, 

the focus on the physical layer is practically as common in the group of adventures, 

war stories and histories, and in the group of horror stories, science fiction and fairy 

tales. 

Genre  Physical Soc.-Cult. Mental Combin. Total 
Adventure, War, Hist. 6 7 1 2 16 
Biographical 3 5 3 3 14 
Crime 2 10 - 2 14 
SciFi, Horror, Fairy Tale 8 10 2 5 25 
Love - 4 - 1 5 
Total 19 36 6 13 74 
Table 5.9. The layer and genre clusters  
 

As Table 5.10 illustrates, there is also some difference in the sample depending 

on the author’s cultural background. While the British focus on either the socio-

cultural or the physical layer, the share of combinations is higher in the American 

texts.41 In both, the settings focusing on the mental layer were least common. For the 

Australian and the Irish authors the number of settings is too small for generalizations. 

                                                            
41 There are also some genre differences between the groups that might cause the difference. 
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Cultural BG Physical Socio-Cult. Mental Combin. Total 
British 11 22% 28 56% 4 8% 7 14% 50 100% 
Amer. & Nat. Am. 12 20% 23 38% 6 10% 20 33% 61 101% 
Australian 1 5 - 1 7 
Irish 2 6 2 1 11 
Total 26 20% 62 48% 12 9% 29 22% 129 99% 
Table 5.10. The layer and the author’s cultural background 
 

When the layers are contrasted with frame types (Table 5.11), there is a clear 

difference in that settings focusing on the socio-cultural layer tend to have indoors 

frames, while the physical settings describe the physical aspects of the outdoors 

cultural and geographical surroundings. 

Frame Mental Socio-Cultural Physical Combination Total 
Indoors 4 33% 37 51% 1 3% 8 24% 50 33% 
Outdoors 3 25% 13 18% 22 69% 11 33% 49 33% 
Out / Geogr. 2 17% 2 3% 9 28% 2 6% 15 10% 
Out / Cult. 1 8% 11 15% 13 41% 9 27% 34 23% 
Dual 1 8% 4 5% 6 19% 10 30% 21 14% 
Neutral 3 25% 17 23% 2 6% 2 6% 24 16% 
Dynamic 1 8% 2 3% 1 3% 2 6% 6 4% 
Total 12 99% 73 100% 32 100% 33 99% 150 100% 
Table 5.11. The layer and the rough frame types 

 
When the information in Tables 5.2-5.11 is combined, it is possible to provide 

a prototypical profile for each layer. 

The prototypical setting built in relation to the mental layer focuses on 

characters, is built gradually or integrated into the story. There are no clearly preferred 

frames which occur in these settings scatter relatively evenly around indoors, outdoors 

or neutral.  

The prototypical physical layer is established in a separate setting, where the 

thematic emphasis is either on space or a thematic combination and the frame is 

located outdoors. The physical layer is slightly more common with male authors, but 

this difference could also be connected to the genre. Especially male-dominated 

genres, like adventures, war and horror stories, historical stories and science fiction 

tend to focus on physical surroundings. 

In narrative fiction, the focus is often on characters rather than surroundings. 

In settings with emphasis on the socio-cultural layer, the portion of these focusing on 

characters is even higher than in settings focusing on the physical layer. However, the 

prototypical representative of a socio-cultural setting also has more thematic 

combinations than mentally or physically oriented texts. The portion of settings which 
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focus on the socio-cultural layer is higher especially in action-oriented texts and with 

settings located indoors. In general, the socio-cultural layer is common in all genres, 

with authors of both sexes, different ethnic and cultural backgrounds, during all 

periods of time investigated.     

In the following, I will have an overview of the spatio-temporal lexicons and 

then a closer look at each type, discussing the relationships and interaction between 

the settings, the layers and the lexicon.  
 

5.2. Spatio-Temporal Lexicon 
 
Since the mental, physical and socio-cultural layers depict different aspects of the 

world and represent different domains of experience, they should also motivate 

differently organized lexical categories – as I will show is actually the case at least 

with the spatio-temporal lexicon. In the following chapters, I shall contrast the layers 

with the matching sublexicons, as they can be detected in the WordNet 1.5 

Lexicographer’s files. Rather than just using the WordNet sublexicons of time and 

location, I focus on a larger group of lexemes from the noun lexicons of objects, 

artefacts, locations and time, where most of the frame-sensitive spatio-temporal 

information is. Even though some other sublexicons also contain a limited amount of 

lexemes interacting with the layers, I have mainly excluded these from the material.  

The original WordNet classification was relatively rough for my purposes and 

the classification into synsets is based on partly overlapping categories, derived from 

the general inheritance structure of the lexical properties within the lexicon. For 

example, places like Africa, Adriatic sea, bay, Barrier Reef, gorge and New York Bay 

are classified as objects in WordNet and apartment, ambulance, beauty shop, 

Brooklyn Bridge, cinema and canal as artefacts, even though it is clear that all these 

name a frame which can also function as a location. On the other hand, WordNet lists 

horoscopes as locations.  

In order to find out which lexemes can be used as spatial or temporal frames, I 

could not use the WordNet classification as such. So, I reclassified the above-

mentioned lexicons, containing nearly 20 000 lexemes, based on whether they can be 

used as spatial or temporal frames.  

After reclassifying spatial and non-spatial lexemes, I searched for the main 

types and motivational criteria behind the types. Based on my analysis, I claim that 
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these spatio-temporal lexicons can and should be classified according to additional 

criteria, which are not a part of WordNet, but are relevant when textual uses and the 

interactional contextuality of these spatio-temporal lexemes is considered. My 

classification is based on frame type differences between the layers and I focus on 

spatio-temporal lexemes only. There are separate sublexicons motivated by mental, 

physical and socio-cultural layers. I shall show that the same classification with 

respect to the layers is valid both for the lexicon and the discourse strategies which 

can be detected in the settings focusing on particular aspects of the world. The overall 

reclassification is used for detecting all possible frame types in the WordNet lexicon, 

which can then later be contrasted with the frame types actually occurring in settings. 

In one sense, the lexicon is a mirror of what is relevant for a culture, so that it 

can interact with the surroundings efficiently and “those aspects of culture that are 

important for the members of a society are correspondingly highlighted in the 

vocabulary” (Saltzmann 1998: 47). However, language should not be identified with 

its dictionary alone, even though it may to some extent influence the way the world is 

conceptualized (cf. e.g. Sapir 1921/1949; Whorf 1956/1967), in that it filters a specific 

language and culture specific point of view out of a set of other potential options for 

expressing an idea.  

This is especially the case with spatiality. Recent typological discoveries (e.g. 

Pederson et al. 1998) clearly indicate that there are typological differences in frames 

of reference (e.g. absolute, relative, and intrinsic). If the frame of reference does not 

have these relationships grammaticalized, they may well be lexicalized. The functional 

equivalent may exist, but be realized in another subsystem. Space especially seems to 

be crucial at least for English, since it dominates both the lexicon and the settings and 

also functions as a vehicle for numerous metaphors (e.g. Lakoff & Johnson 1980). As 

Miller and Johnson-Laird (1976) note, the largest part of the adult speaker’s lexicon is 

spatial and mainly acquired as an adult.42 The conceptual living environment and the 

communicative needs and cultural practices of a society all motivate distinctions in the 

lexicon. However, these distinctions are based on partly differing criteria and thus 

realize as partly separate, partly overlapping layers (see Table 5.12). 

                                                            
42 This claim is validated, when a new lexicon based on e.g. newspaper corpora is collected. Each 
catastrophy adds up our knowledge of new locations.  
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Layer  Characterization of 
person and the 
vantage point 

Realization type Examples of encoding 

Physical  Self in relation to 
physical surroundings 

Geographical space; 
temporal changes in the 
environment 

Geographical lexicon, 
physical, natural objects 

Socio-Cultural  Self in relation to 
others (Humans, social 
roles and functional 
surroundings) 

Living environment and 
functional, culturally 
defined space; historical 
time. 

Calendrical systems, lexicon 
related to urban life, 
artefacts, urban landmarks,  
professional surroundings, 
etc. 

Mental  The deictic origo; body 
and mind; roles as 
observer, mover, actor 
& experiencer 

Mental contents and 
subjective interpretation of 
surroundings; biographical 
time, plans for the future; 
fiction and imagination 

Future tense, etc.; cognitive, 
evaluative lexicon modality 

Table 5.12. Layers, point of view and realization types 
 

These layers presented in Table 5.12 are not taken into account in the WordNet 

approach. Namely, a part of the spatiality is scattered into e.g. lexicons of objects and 

artefacts, of which only a part deals with spatial frames. For this reason, I counted the 

overall spatiality in the lexicon so that e.g. artefacts like a bridge are also included. 

The total number of lexemes in relation to the whole noun lexicon can be seen in 

Table 5.13, where sense tokens refer to the lexical entries where each sense of a 

polysemous entry is counted separately, while in the type entries each different string 

of characters within the sublexicon is counted as a separate type. This means that 

polysemous entries within the same sublexicon are combined but in different 

sublexicons counted as separate entries. 

 Sense Tokens % of F Type Entries % of E. % of F. 
A. Objects 1 295 1.2% 1 246 7.4% 1.3% 
B. Artefacts43 14 362 13.4% 12 564 74.3% 12.8% 
C. Locations 2 846 2.7% 2 639 15.6% 2.7% 
D. Shapes 476 0.4% 456 2.7% 0.5% 
E. A+B+C+D 18 979 17.7  16 905 100% 17.2% 
F. All Noun Lexicon  107 114 - 98 424 - - 
Table 5.13. Distribution of the central space-related lexical fields in WordNet44  
 

Especially lexicons A-C in Table 5.13 contain both spatial and non-spatial 

information. The distributions for each lexicon are presented in Tables 5.14-5.16. 

                                                            
43 The WordNet distinction between the artefacts and objects is based on whether an object is natural 
or man-made (i.e. artefact). 
44 As a contrast, the corresponding figures for time are 1348 (1,3%) senses (tokens) and 1240 (1,3%) 
entries (types). 
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 Entries % 
Common Noun (incl. cultural, geo-cultural, military locations and stars) 934 35.4% 
Proper Names for Locations  1590 60.2% 
Others; incl. abstr. and metaph. locations (horoscopes, virtual location, etc.) 115 4.4% 
Total: 2639 100% 
Table 5.14. Distribution of common nouns, proper nouns and others in the WordNet lexicon of 
locations (2846 tokens / 2639 types, dublicates omitted) 
 

The WordNet lexicon of locations (Table 5.14) consists of socio-cultural 

locations, which I classify into the following main types: 
1. Proper names for socio-cultural, political and administrative areas, like cities, countries, 
counties, etc. 
2. Functionally specified, global socio-cultural frames (e.g. the bible-belt, bowling green) 
3. Scientific, definitional areas and locations (e.g. airspace, Antarctic zone) 
4. Metaphorical locations (e.g. the afterworld, horoscopes, etc.) 
 
In addition to locations, spatiality is partly present in the lexicons of natural 

objects and man-made artefacts. The distribution of spatial vs. non-spatial nouns in the 

lexicon of objects can be seen in Table 5.15: 

 Types % 
A. Spatial Objects / Common Nouns 480 38.5% 
B. Space-Related Proper Nouns 449 36% 
(Combination of A+B) (929) (74.5%) 
C. Other than primarily spatial objects 317 25.5% 
Total: 1246 100% 
Table 5.15. Distribution of spatial objects, object names and other than primarily spatial objects in the 
WordNet lexicon of objects (1295 total amount of tokens / 1246 total amount of types, dublicates 
omitted) 
 

The lexicon of objects is motivated by the physical layer, even though this is 

not explicitly stated as a motivational criterion behind the WordNet lexicon. It consists 

of natural, typically geographical objects, both as names (Pangaea, Seine, Alabama 

River) and as common nouns (anthill, canyon, ocean bottom, riverbank, and stone) in 

addition to non-spatial things (like soap bubble, and necessity). Spatial objects, when 

common and proper nouns are combined, constitute the majority of this lexicon, 75% 

of all types, the amount of other than primarily spatial objects being only 25% of the 

total amount of types. 

The distribution of spatial vs. non-spatial nouns in the lexicon of artefacts is 

presented in Table 5.16: 
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 Types: Percentage 
Spatial Artefacts45 2675 21.3% 
Others 9889 78.7% 
Total: 12564 100% 
Table 5.16. Spatial and non-spatial artefacts in WordNet (14362 tokens / 12564 types, duplicates 
omitted) 
 

The lexicon of artefacts is motivated by the socio-cultural layer. It consists of 

man-made, socio-cultural entities of which 21% are spatial of the following main 

types: 
1. Means of transportation (e.g. ships, cars, buses, trains) 
2. Buildings and working environments (e.g. factory, oil rig) 
3. Rooms (e.g. kitchen, dining room) 
4. Functional areas (markets, etc.) 
5. Frame components (artefacts functionally or otherwise associated with a specific frame, 
including furniture, frame-specific tools, etc.) 
6.  Containers (boxes, lockers, etc.) 
7. Metaphorical, content-oriented containers (e.g. cd-rom, diskette, magazine, newspaper, etc.) 

 
As a contrast – or enrichment – to the WordNet classification, I will discuss (1) 

the relationship between the mental, socio-cultural and physical layers in relation to 

the lexicon, and (2) the relationship between these layers, the settings and the lexicon. 

Even though I focus on nouns, it needs to be noted that spatial information can also be 

encoded in the structural elements of languages and there are several interacting sub-

systems by which e.g. spatiality can be encoded.46 However, the lexicon of nouns 

names the frames while these other means mainly deal with spatial relationships etc.. 

There are also several types of time relevant for narrative fiction: 

• The historical, temporal frame of the story 
• The biographical time of the protagonist(s) 
• The temporal iconicity or linear order of the episodes narrated47 
• The temporal distance between the narrator and the protagonist 
• The temporal distance between the main story and various types of embedded memories, 

future plans etc. of the protagonist 
 

                                                            
45 Spatial artefacts here include concrete and abstract containers and means of transportation. 
46 For example, in Kwaio (of Solomon Islands) these include locative particles, demonstratives, spatial 
deixis, directionals and locative nouns. Additionally, there is a system for vertical orientation and 
spatio-temporality, and several body-part terms which characterize space. (Keesing 1997.) Also in 
English, in addition to spatial verbs and nouns, there are several propositions and deictic elements 
dealing with spatiality. Spatial relations between entities are among the central morphological 
elements, even though the actual functions and the system varies between languages. For example, as a 
contrast to English, Nimboran, for example, has 16 location categories based on e.g. the location of the 
speaker, participation role in the discourse, visibility of the target, verticality and vertical motion, 
oppositeness (Steinhauser in Senft 1997). For a classification of English elementary spatial concepts in 
ideal meanings, see e.g. Herskovits (1986: 55). 
47 Events described need not be iconically in the same order as narrated.  
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So, time in narratives is not reducible to the iconicity of the episodes 

described, nor is it only about the past, present and future.48 Time is complex and 

multifaceted. Just like the lexicon of space, also time is realized in relation to several 

differently motivated layers (i.e. the physical, the mental and the socio-cultural), and 

this is further interconnected by structural means like tense, aspect and modality in a 

text. However, temporal information can be provided by all major syntactic categories 

(e.g. Miller & Johnson-Laird 1976: 411-412).49 Also principles of discourse 

organization are used, such as sequential iconicity of narration, i.e. ‘the order in which 

situations are reported corresponds to their temporal order in reality’ (Klein 1994: 14). 

Just like with space, the main source for named frames is the noun lexicon. 

When considering the basic motivations for linguistic classifications, one of 

the differences in the lexicon of time is the amount of motivations from different 

sources. This is true especially with calendrical expressions, in which the motivations 

for linguistic classes can be thought of as being cognitive, cultural and scientific.50 

As a contrast to the spatial lexicons, the WordNet 1.5. Lexicographer’s files 

have most of the temporal information located within one single lexicon of time 

consisting of 1287 type / 1398 token lexical entries. I have divided this lexicon into 

categories depending on the layer and the nature of the information provided, i.e. 

whether the focus is on characters, cultural conventions, temporal changes in the 

physical environment, or something else. A narrative typically contains all these 

                                                            
48 Time can be described as a Reichenbachian (1966/1947) linear time line with temporal reference 
points based on temporal cyclicity or as something Weist (1989) describes by a recoiling coil. The 
lexicon classifies and is motivated by both linearity and cyclicity. A good example is a calendrical 
system, which is based on meronymic and hypernymic relations. A set of linear spans functions as a 
full set of antonymic sisters, producing another named higher level unit.  
49 These include at least the following (cf. Pitkänen 1996): adverbials (Hickmann 1995; Virtanen, 
1992a; Schiffrin, 1990; Hinrichs, 1986; Partee, 1973),  nouns (like day, month, precedent, tomorrow), 
affixes with nouns, e.g.  ex-, in ex-husband, husband-to-be,  adjectives (former, present, successive),  
pre- and postposition, and case endings in adverbials, (Herskovits, 1986; Bennett, 1975), adverbs 
(now, eventually, often, shortly, subsequently),  particles (as in Chinese, Mam etc; see Comrie 1985), 
connectors (like Engl. when, before, after, as soon as, before, until, when, used when creating 
temporal hierarchies between clauses. Cf. Heinämäki, 1978), main verbs (end, postpone, precede, 
recur; cf. Klein 1994:14: inherent temporal features of the verb),  verb morphology49 (tense, aspect; 
Comrie, 1976, 1985), and auxiliaries (e.g. Engl. future tense, Ainu. In verb chains just one verb may 
be marked for tense; Vonen, 1994; Comrie, 1985). Since time can consist of numerous functionally 
equavalent systems, the idea of Basic Time Concept (Klein 1994: 61-62) has become important for 
contrastive, typological needs. What is morphologically encoded in a metric tense system is lexically 
encoded in vectorial systems (terms from Comrie 1985). The deictic temporal systems can be either 
absolute (i.e. function in relation to the now-and-here of the discourse) or relative (function in relation 
to discoursally anchored temporal landmarks) (id.).  
50 For the calendrical and non-calendrical uses of temporal expressions, see Fillmore 1971. 
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various types of temporality, since the personal experience is combined with different 

types of changes in the environment and events in the surrounding society.  
 

5.3. Interaction between Layers, Lexicon and Settings 
 

In this chapter, I consider the classificatory principles behind the spatial and the 

temporal lexicons, and contrast the sublexicons based on layer differences with text 

beginnings. I claim that these mental, physical and socio-cultural layers function as a 

motivational criteria both in texts and in the lexicons of time as well as space. Thus, 

establishing a setting is not merely a question of a referential relation to a specific 

spatio-temporal location but a more complex interaction with the domain and the 

surroundings as a whole. This whole, in turn, is layered by nature, and the general 

layer-internal criteria differ from one layer to another.  

 
5.3.1. The Mental Layer  

 
Settings which focus on the mental layer typically describe the mental aspects of the 

world as they are interpreted or sensed by the protagonist. A good example of a 

setting of this type is Groom’s (1994) Forrest Gump51 (5.4) (cf. Appendixes III-IV), 

where the mental capacities (idiot, the afflicted, my IQ, halfwit) of the first person 

protagonist-narrator are further explicated by the way the protagonist narrates his 

story (e.g. by using grammar errors, typos, colloqualisms), and the focus is clearly on 

what the protagonist thinks and on the way he interprets his role with the 

surroundings:  
(5.4) “Let me say this: bein a idiot is no box of chocolates. People laugh, lose patience, treat 
you shabby. Now they says folks sposed to be kind to the afflicted, but let me tell you – it 
aint’s always that way. Even so, I got no complaints, cause I reckon I done live a pretty 
interestin life, so to speak. 

I been a idiot since I was born. My IQ is near 70, which qualifies me, so they say. 
Probly, tho, I’m closer to bein a imbecile or maybe even a moron, but personally, I’d rather 
think of myself as like a halfwit, or somethin – an not no idiot – cause people think of a idiot, 
more’n likely they be thinkin of one of them Mongolian idiots – the ones with the eyes too 
close together what look like Chinamen an drool a lot an play with theyselfs.” (Groom 1994: 
9.)  

 
Even though Forrest Gump illustrates the strategy of focusing on the mental 

layer well, it does not combine all the features typical to this type of texts, even 

though it shares most properties with a prototypical representative of this type: 
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 Setting type Themati
c focus 

Layer   Frame type Discourse profile 

Forrest Gump Gradual / 
Integrated 

Character Mental Out / Cultural Internal 1st pers. Narrator 
/ Dual tense52 

Prototype 
properties 

Gradual / 
Integrated 

Character Mental In / Neutr Internal 1st pers. Narrator 
/ Dual tense 

Table 5.17. The setting of Forrest Gump contrasted with the prototypical mental setting 
 
The prototypicality in Table 5.17 (and in 5.18-5.19) is a generalization based 

on a textual analysis of the corpus, where individual parameters rather than a 

parameter cluster are investigated. Thus, in this example a text closest to the resulting 

set of parameters is contrasted with the set of textual properties co-occurring with 

mentally oriented texts. 

As Table 5.17 illustrates, the prototypical mental setting focuses on characters 

and is built gradually or integrated into the story. The frames occurring with these 

settings relatively evenly scatter around indoors, outdoors or neutral; outdoors being 

slightly less typical than the other two. The only main difference between Forrest 

Gump and the prototypical setting focusing on the mental layer is in the use of a 

cultural outdoors frame (which is revealed later in the text), while in the most common 

case, the frame is either neutral or indoors.  

In general, the mental layer consists of emotions, personal experiences and 

memories. But it also partly reflects what is intersubjectively shared and is thus tied to 

the socio-cultural layer. Namely, subjective interpretations are connected with culture-

specific, intersubjective interpretations of the world as a socio-cultural construction 

(as e.g. the weaker form of Sapir-Whorf hypothesis states). There are always some 

sub-culture specific and areal differences even between the communities with a shared 

language. Being a member of American, Australian, British, Canadian, Indian, or Irish 

society means partly shared values, cultural heritage and other local knowledge, which 

the members of the other societies may or may not share with one another. So, the 

sharedness of the mental layer is based on both genetic (biologically shared) and 

memetic (socio-culturally shared) components. Thus, a part of the mental layer relies 

on discoursally guided interpretation and intersubjective interaction with other 

members of the same society (cf. Verschueren 1999: 89-90). 

                                                                                                                                                                          
51 Other examples of texts which focus on the mental aspects of the world include A Portrait of the 
Artist as a Young Man (Joyce 1881), Invisible Man (Ellison 1952), “Yellow” (Beckett 1970), “The 
Women Who Walk” (Packer 1980) and A Prayer for Owen Meany (Irving 1989). 
52 Dual tense refers to a setting with both past and present tenses. 
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5.3.1.1. The Mental Layer and the Spatiality of the Protagonist 

 
The mental layer is crucial for narrative fiction since it presents illusions of personal 

experience. It deals with the physical and the socio-cultural layer as these are 

interpreted and constructed mentally by the narrator and/or the protagonist. So, in 

written narrative fiction, both the character and the sense of an experience as it is 

interpreted by either the narrator or the protagonist are crucial components of the 

episodic whole. This experience is often explicitly tied to the protagonist as the deictic 

origo of the universe, especially in the first person narratives, as examples in (5.5-5.7) 

illustrate:  
(5.5) “Lying on the floor of the flat-car with the guns beside me under the canvas I was wet, 
cold and very hungry.” (Hemingway 1986/1929:231) 
(5.6) “The room was long with windows on the right-hand side and a door at the far end 
that went into the dressing room.” (Hemingway 1986/1929:74) 
(5.7) “As I left the Kenya Beanstalk capsule he was right on my heels.” (Heinlein 1982:1) 

 
This type of spatiality tied to the protagonist is often relational and structural 

rather than lexical but it is crucial for the discourse and especially for the point of 

view. It used to be a common claim that the focus on the speaker’s body is the 

universal deictic origo, and the bodily basis as well as the cognitive and 

developmental aspects of spatiality have been widely speculated in various disciplines 

(e.g. Piaget 1970, 1976, Piaget & Inhelder 1948, 1967, Miller & Johnson-Laird 1976: 

58-59, Johnson 1987). In many languages, body is important for various 

classifications.53 Some researchers, like Miller & Johnson-Laird (1976: 381, Cf. 

Frawley, 1992), have even claimed that the “coordinate system based on front, right, 

behind, and left is always relative to the organism that provides its points of origin and 

so requires a different linguistic treatment.”  

In written narrative fiction, this means that the text is built around a fictional 

ego and everything else functions in relation to this ego. Narrative fiction can be built 

                                                            
53 In English, bodily basis can be seen in nouns and verbs, action, motion, stativity, and through the 
basis and importance of the deictic systems in languages. There are various verbs of physical 
interaction, typical of them being the verbs of contact, touching, hitting, tying, digging etc, which 
WordNet lists 3914 (2959), making this a relatively large semantic field within the English verb 
lexicon. There are some 2408 types of body related nouns (2336 tokens) and 1176 (1048 tokens) verbs 
(those related to grooming, dressing and bodily care). For contrast, there are some 2556 (1886) verbs of 
motion and 2843 (2641) locational nouns; 3914 (2959) verbs of contact; 3209 (2523) verbs of 
communication; 3368 (3025) nouns of cognition; and 832 (710) verbs of perception (seeing, hearing, 
feeling, etc.). Based on the difference in numbers, it seems to be more relevant to classify motion than 
perception. It also seems to be more crucial to classify the observed than the observation. It is not as 
important how the activity is sensed than the nature of the activity. 
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as a mirror image of a fictional ego like this, but it is also possible to distance the 

narrator from this ego, i.e. the actual protagonist of the story. In narrative fiction, the 

relationship between the protagonist and the narrator is important for how the spatio-

temporality functions. In English, this distance is encoded by tense and personal 

pronouns, which mark whether the narrator is outside or inside the world described in 

the text, and whether the narrator shares the deictic origo with the protagonist or not. 

The rest of these components of the cognitive whole are built in relation to motion, 

action and observation of the textually established frames. Thus, the location of the 

narrator, protagonist and the other characters are all key elements in relation to the 

point of view. The self, either the narrator or the protagonist, is located in the centre of 

the referential universe, and the topic shifts reflected to narration move the protagonist 

to new surroundings (cf. the Deictic Shift Theory by Duchan, Hewit et al, 1995). 

However, as Pederson et al. (1998: 584) have discovered, there is dramatic 

typological variation in the spatial systems of languages. The Indo-European systems 

relying on the body as a template are not universal. Thus, the claims I make about 

written English narrative fiction are not necessarily applicable to other types of texts, 

linguistic systems or cultures. Rather, just like the evolution of genres and text types is 

tied to the development of situational and communicative needs and functions of a 

society (de Beaugrande 1980: 196), each language is closely tied to the 

communicative needs of a specific society, which has particular types of social actions 

and particular types of physical surroundings and the history of the past 

communicative needs. For example, languages like Tzeltal and Guugu Yimidhirr (e.g. 

Brown 1991, Levinson 1992, Brown & Levinson 1993) show that the spatial 

conception need not be egocentric and based on the body, and as Senft (1997: 15) 

notes, with these new discoveries, several of the traditional claims of spatial 

typologies (e.g. by Talmy 1983) need to be reconsidered. Thus, the point of view to 

the observations and experience depends on the general spatial framework of the 

language in question. What seems to be relevant is the communicative needs of a 

society and the living environment where these are realized.54 

                                                            
54 Blust (1997: 50), for example, speculates that the differences between Indo-European and 
Austronesian conceptualizations of space are tied to the crucially different type of a geographical 
environment, especially with rescpect to the sea. 
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Spatiality is connected with characters also in another sense. It is often used 

for building the characters, either through the surroundings where they act or through 

their ethnic origin, as in (5.8-5.9): 
(5.8) The national currencies of all six guests at the El Dorado, the four Americans, one 
claiming to be Canadien, and the two Japanese, were still as good as gold (Vonnegut 1986: 
33) 
(5.9) a young Ecuadorian bush pilot named Eduardo Ximénez. (Vonnegut 1986: 141) 

 
5.3.1.2. Personal Time 

 
Personal time is about subjective temporal landmarks and stages of life rather than a 

shared time-specific experience of the whole society. Character-specific temporal 

lexemes can also be found in the WordNet lexicon of time. Typical examples are listed 

in (5.10):  
(5.10) Character-specific time: Adolescence, adulthood, bachelorhood, birthday, drinking 
age, infancy, legal age, life, maturity, menopause, puberty, schooldays, sick leave, silver 
wedding anniversary, tenure, thirty-something, wedding night, widowhood, youth, etc 

 
Even though different members of the society may have similar type of 

personal experiences (like a marriage), typically they do not experience them at the 

same time nor exactly the same way. Yet, this general sharedness can be used as a 

basis of a narrative. A good example of personal, biographical time can be found at 

the beginning of Kerouac’s (1976) On the Road: 
(5.11) “I first met Dean not long after my wife and I split up. I had just gotten over a serious 
illness that I won’t bother to talk about, except that it had something to do with the miserably 
weary split-up and my feeling that everything was dead. With the coming of Dean Moriarty 
began the part of my life you could call my life on the road.” (Kerouac 1976: 3.) 

 
This setting creates an illusion of present actions, observations etc., as they are 

sensed. There are several biographically relevant temporal reference points, including 

a divorce, a serious illness, a new friend and the beginning of a new stage in life – and 

all this information can be used for backgrounding both the character and the story. In 

(5.11) all the biographical details are provided in the past tense by a text-internal first 

person narrator.  

In narrative fiction, actions, observations etc. are tied to the protagonist who 

functions as the deictic temporal origo, and as the examples show, both first and third 

person can function as a deictic origo. There are also some clearly character-oriented, 

biographical anchoring points, like birth (5.12), age (5.13), death (5.14), just like 

various age-specific social roles (5.15) and other character-specific turning points in 

life (5.16): 
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(5.12) Birth: “*Zenji Hiroguchi begat Gokubi one million and five years ago, and then, one 
million years ago, this young genius begat Mandarax.” (Vonnegut, Galápagos, 1986: 56)55 
(5.13) Age: “a thirty-five-year-old American male named James Wait” (Vonnegut 1986: 14) 
(5.14) Death: “It was about a week or so after Mr Rafiel’s death”  (Christie 1981:15) 
(5.15) Social role: My grandmother (Irving 1989: 271) 
(5.16) Turning point: “When I was awake after the operation I had not been away.” 
(Hemingway 1986: 107) 

 
These events and episodes are tied to characters, and they can be further anchored to 

more global events, as in 5.17 from Galápagos (Vonnegut 1986): 
(5.17) “While Roy Hepburn was dying, and while the whole city of Ilium was dying, for that 
matter, and while both the man and the city were being killed by growths inimical to a 
healthy and happy humanity…” (Vonnegut 1986: 41) 

 
Even a whole story, especially a biographical one, can be based on a 

reminiscence of a character. Irving’s (1989) A Prayer for Owen Meany (5.18) is a 

good example: 
(5.18) “I am doomed to remember a boy with a wrecked voice – not because of his voice, or 
because he was the smallest person I ever knew, or even because he was the instrument of my 
mother’s death, but because he is the reason I believe in God; I am a Christian because of 
Owen Meany.” (Irving 1989: 13.) 

 
A large part of a biographical story is about the life and the central turning 

points of the protagonist and these also function as the turning points of the whole 

story. These, however, are also – to some extent – tied to cultural conventions. Even 

the very conceptualisation of time, whether it is seen as linear or cyclic, and the focus 

of changes in the surroundings is culturally determined, since the self and the personal 

experience function in relation to cultural conventions. Even though the cognitive 

basis of time begins as subjective,56 culture later dominates it through the shared 

complex calendrical classifications and social conventions. And, languages have a rich 

lexicon for culturally shared temporal rites of passage. In written narrative fiction, the 

imagined biographies create an illusion of a life as it is tied to the intersubjective 

shared knowledge, and the shared temporal frame is mainly used for creating a sense 

of authenticity. 

                                                            
55 Vonnegut is using asterix * as marker of the character who will soon die in the story. 
56 Developmentally, the concept of temporality begins with the permanence of objects, the recognition 
of  faces (Piaget & Inhelder 1967: 9-11) and familiar objects (Craig 1992: 175-176). An infant’s 
temporality is tied to the biological rhythm, tempo and cyclicity or recurring patterns (eating, sleeping 
etc.). The development of episodic memory leads to the concept of time both in relation to past and 
future (Miller & Johnson-Laird 1976: 467-468, cf. 413). The cyclicity and linearity seem to function as 
the basis for temporality in language, even though there are typological differences in the emphasis, 
especially when temporal deixis and tense is consided (see e.g. Comrie 1985 for tense typologies). 
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5.3.2. The Physical Layer  
 

Settings focusing on physical and socio-cultural layers are more independent of a 

single protagonist or a narrator than settings focusing on the mental layer. However, 

this does not mean that they are free from the protagonist’s point of view. Rather, the 

main difference is in the emphasis. Some physically oriented settings either focus on 

the physical environment or describe it in relation to action and characters, leaving the 

mental and the socio-cultural layers on the background. An example57 of a text like 

this is Golding’s (1955) The Inheritors (5.19; cf. Table 4.16), which describes action 

in an outdoors geographical, physical frame: 
(5.19) “Lok was running as fast as he could. His head was down and he carried his thorn 
bush horizontally for balance and smacked the drifts of vivid buds aside with his free hand. 
Liku rode him laughing, one hand clutched in the chestnut curls that lay on his neck and down 
his spine, the other holding the little Oa tucked under his chin. Lok’s feet were clever. They 
saw. They threw him round the displayed roots of the beeches, leapt when a puddle of 
water lay across the trail. Liku beat his belly with her feet.” (Golding 1971: 11) 
 
Example (5.19) describes motion as a part of the physical environment. 

References to plants, water puddles, mud, trail and river are all components of the 

physical, rather than mental or socio-cultural layers. The lexical cohesion58 (bold font) 

focuses on the physical details which are attached to the description of motion. Still, 

Golding’s (1955) The Inheritors differs from a prototypical representative of the 

physical type with some relevant parameters. As Table 5.18 shows, in the combination 

of most typical properties, a setting describing the physical layer would have had a 

separate rather than gradually created setting, the focus would have been even more 

on space, rather than action, and the frame type would have focused on describing 

physical properties of a cultural frame outdoors. 

                                                            
57 Other examples of texts which focus on the physical aspects of the world include Jungle Tales of 
Tarzan (Burroughs 1919), “The Road to the Sea” (Clarke 1950), Across the River and into the Trees 
(Hemingway 1950), “Snow” (Hughes 1962), Zen and the Art of Motorcycle Maintenance (Pirsig 
1974). 
58 For lexical cohesion, cf. Halliday & Hasan 1976, Hoey 1991, 2001. 
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 Setting 
type 

Themati
c focus 

Layer of 
interaction  

Frame type Discourse profile 

The Inheritors Gradual / 
Integrated 

Action Physical Outdoors / 
Geographical 

External narrator / Past 
tense 

Prototype 
properties 

Separate Space Physical Outdoors / 
Cultural 

External narrator / Past 
tense 

Table 5.18. The setting of The Inheritors contrasted with the prototypical physical setting 
 
Even though physical settings are typically situated outdoors (except for 

caves), it is possible to combine the physical layer with an indoors frame, as in King’s 

(1992) Gerald’s Game: 
(5.20) “Jessie could hear the back door banging lightly, randomly, in the October breeze 
blowing around the house. The jamb always swelled in the fall and you really had to give the 
door a yank to shut it. This time they had forgotten.” (King 1992: 11.) 
 

5.3.2.1. The Physical Layer and the Spatial Lexicon 
 

The physical layer consists of geographical space and spatial objects/artefacts. 

(Natural) objects and (man-made) artefacts are inherently spatial and central to 

human cognition. These are important for spatiality because of the spatial properties 

and functions they have, and because of the spatial frames they evoke. As a whole, 

the lexicon of objects mainly focuses on the physical layer while the lexicon of 

artefacts to a large extent deals with the socio-cultural layer. 

The WordNet lexicon of objects consists of physical and geographical objects 

as names and as common nouns. Nouns referring to spatial objects, when common and 

proper nouns are combined, constitute the majority of this lexicon, 75% of all types, 

the share of other than primarily spatial objects being only 25% of all types. Among 

the central properties of objects are shape and dimensionality as well as directionality 

and the inherent face in objects that either move or have a clear interface. (For a 

discussion of intrinsic frames and face, see e.g. Jackendoff 1996). WordNet lists some 

14 345 (12 548) artefacts and 1294 (1243) other objects (not man-made). Were brand 

names and other proper names included, the number of potential named landmarks 

and objects would have been much larger. 

Since most physical objects and artefacts have inherent spatial properties, the 

interaction the protagonist and other characters have with them, or observe them as a 

part of the surroundings, also partly establish the physical surroundings. Typical 

inherently spatial objects and artefacts include stars and other navigational objects; 

means of transportation (e.g. car, train), movable dwellings (e.g. trailer, tent, yourt), 
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action-related objects and artefacts, landmark objects (e.g. a mountain). Some of these 

are socio-cultural, some physically oriented. Even though any object or artefact with 

inbuilt spatiality seems to belong to this category, I will discuss physically and socio-

culturally motivated lexicon separately, focusing on the physically oriented, mainly 

geographical spatiality in this section, and on the socio-cultural space in Section 

5.3.3.1.  

In narrative fiction, geographical space is tied to human motion, observations 

and other interaction with the physical surroundings. Conceptually, it is important to 

distinguish e.g. figures from the ground. Geographical space mainly deals with (1) 

motion-related landmarks, (2) paths, and (3) observational differences in areas in 

relation to shape, verticality or consistency (i.e. solid land, water, ice).  

Landmarks are typically objects which function as clearly identifiable focus 

points in relation to the movement. Spatial reference points and areas are cognitively 

dominating and important for navigation. Landmarks relate to the ability to navigate in 

familiar surroundings. Since landmarks are tied to motion they are also relevant parts 

of routes and paths (with distance) typically encoded in prepositional phrases or 

adverbials together with verbs of motion in English. In addition to path, the points of 

arrival and departure, and directionality are essential components of a path. The 

focus in a sentence can be either on the arrival or the departure. Directionality can 

optionally be established through observer based deixis (that way, this way, there; left, 

right, up, down) or it can established by named landmarks (like mountain, or 

coastline), in relation to anchored points or areas (from London, to Paris), but it can 

also be based on absolute landmarks (like North, East) – or a combination of these. 

The living environment plays an important role in determining what actually counts. 

In the lexicon, there are both cultural (like canal) and natural paths (like river), the 

latter type sometimes functioning as a border.  

Areas consist of both interior (e.g. cave, crater, and hole) and exterior space. 

This lexicon of areas consists of both general geographical lexicon (5.21) and of 

various types of areas (5.22): 
(5.21) General geographical lexicon: area, belt, front, hemisphere, horizon, land, level, lot, 
place, point, pole, range, region, space, sphere, spot, world, and zone 
(5.22) Area types: desert, ocean, jungle, karst, and valley 
 
Geographical, mainly exterior areas can be classified by giving inherent 

consistency a higher priority than shape or area type. In general, the higher level of 
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geographical taxonomy is related to differences in consistency, size, directionality and 

dimensionality. There are four types of consistency:  
1. land (solid; horizontal and vertical),  
2. water (liquid),   
3. interacting water and land and coasts, and  
4. ice (temporary solidity).  

 
Land is lexicalized with respect to differences in humidity (moisture), 

vegetation, size, shape and directionality (especially verticality or horizontality).  

English relies on both absolute and relative frames of reference in the spatial 

lexicon. A relative frame of reference is used for the local scope (left/right and 

relations marked with prepositions), while the global scope is based on a more 

sophisticated lexical, absolute frames of reference (e.g. North, mountain top, etc.). 

There is also a clear difference between inherently horizontal and vertical categories 

in the noun lexicon. The horizontal-vertical distinction is even encoded in lexical 

verbs (e.g. climb and descent are vertical motion verbs). 

Some examples of lexical items denoting horizontal areas are listed in (5.23). 

Example (5.23a) consists of general geographical terms for horizontal land, in (5.23b) 

the lexemes are differentiated by the additional parameter of vegetation type, and in 

(5.23c), the lexemes listed are examples of horizontal land with functionally specified 

vegetation: 
(5.23) Horizontal: 
(a)  General terms: alluvial plain, desert, dissected plateau, land, meadow, pampas, plain, 
plateau, polder, prairie, range, river terrace, rock terrace, savannah, steppe, terrain, tundra, 
valley floor 
(b) Vegetation: bog, desert, forest, grassland, jungle, marsh, pampas, rainforest, savannah, 
steppe, swamp, taiga, tundra 
(c) Functional vegetation: field, forest, garden, green, meadow, park, wood 
 
In the English geographical lexicon horizontality is typically combined with 

other semantic properties. It may be combined with moisture (swamp vs. desert) as 

well as differences in vegetation type, which are further individuated by the choice of 

frame.   

Shape, size and direction are all important criteria for lexicalization. Even 

though the number of lexemes for shapes themselves is small in English (476/456 

lexemes), and technical terms used for this purpose are often loans or based on 

numericals, shape is among the main motivational criteria for differentiating objects 

and geographical entities. While shape as a semantic property is inbuilt in the 
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meanings of words, there is no additional need for the larger lexicon for shapes 

themselves.  

In the English lexicon, verticality consists of marked directionality upwards 

(5.24a) and downwards (5.24b). Both types are typically associated with mountains. 
(5.24) Vertical: 
(a) Upwards: barchan, bedrock, boulder, butte, cliff, col, cordillera, crater, crest, dune, 
escarpment, guyot, heights, hill, hummock, iceberg, inselberg, kame, kopje, massif, mesa, 
moor, mound, mountain, nunatak, pass, peak, pediment, peneplain, range, ridge, river 
terrace, rock, rock terrace, scree, tor, volcano, summit, slope, yardang 
(b) Downwards: bedrock, caldera, canyon, cave, cavern, crater, creek, crevasse, fjord, 
fumarole, geosyncline, glen, gorge, gully, lowland, pass, pediment, ravine, rift valley, river 
terrace, sediment, sink, valley 
 
Even though the lexicon denoting dimensionality downwards is contrastive to 

that of verticality, there are no clear antonymes. Both lexicons function independently 

within the subgroup rather than in relation to the potential antonymic pair. For 

example, the meaning of a mountain is specified in relation to e.g. hills (size etc.) 

rather than as an opposite of a valley, even though they are interconnected through the 

frame. In addition to the choice of the lexeme, the choice of prepositions and 

vertically oriented verbs with the directional (up/down) land-related words illustrates 

the centrality of the general co-textuality. Additionally, even though vertical relations 

are not as central in English as they are for e.g. Tzeltal (Pederson et al 1998), vertical 

directionality is an important vehicle of metaphors (Lakoff & Johnson 1980). 

The lexicon of water can be divided by area (size/granularity), salinity, 

pathness and direction (horizontal 5.25a, and vertical 5.25b). 
(5.25) Water: 
(a) Horizontal:  basin, bourne, brook, canyon river, creek, drainage basin, estuary, ford, 
meander, river, rivulet, stream, wadi 
(b) Vertical:  cataract, falls, geyser, rapids, spring, waterfall 
 
Ponds and lakes are examples of small water areas with low salinity while seas 

and oceans are large with high salinity. Since human beings are inherently land-

bound, water-related lexicon is relatively small and mostly tied to the land-based 

observation point – even though in linguistic structures this can be modified. Salinity 

is important for reasons like whether it can be used as such, for drinking etc. or not. 

Also size differences are lexicalized. Thus, pond would inherit features of being tied 

to a natural or artificial fresh water (no salt) area, with a small size as a contrast to 

lakes, (natural) pools, seas and ocean.  
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In addition to an area, water can also be conceptualised as a path, and with 

path the property of directionality (horizontal vs. vertical) is brought in. A river, for 

example can function as a water-related horizontal path. The intrinsic components can 

be further used in collocations. These include the use of typical premodifiers, like 

wide, narrow, long. The choice of prepositions is also tied to the inherent nature of 

entity-specific spatial properties. The vertical path (e.g. cascade, rapids) typically 

does not have the cultural option of being related to travel for obvious reasons: the 

prototypical motional path is either horizontal or upwards/downwards diagonal. The 

vertical entities collocate with high, tall, deep, etc. In addition to nouns, also some 

verb lexicalizations are based on directionality, even though this often coincides with 

the manner of motion (as in climb) 

The coastline and other areas with water and land interacting are important 

especially in relation to various horizontal shapes and to the point of observation. 

There are several lexemes in English which define space in relation to water 

surrounded by land (5.26a), land surrounded by water (b), the bordering area between 

land and water (c), land under water (d) and wet ground as a mixture of land and 

water (e). The point of view can be seen in the lexically encoded differences between 

water surrounded by land or the other way round, as shown in (5.26): 
 (5.26) Water and land: 
(a) Water surrounded by land: basin, bay, creek, firth, fjord, gulf, haff, inlet, lagoon, lake, 
loch, oasis, oxbow lake, pond, reservoir, ria, river, river basin, shore, sound, strait, voe, wadi 
(b) Land surrounded by water: archipelago, atoll, barrier reef, beach, cape, continent, 
groyne, island arc, isle, isthmus, peninsula, reef, watershed 
(c) Bordering area: bank, beach, coast, levee, raised beach, sandbank, shore, watershed 
(d) Land under water: bar, continental shelf, continental slope, coral reef, drowned valley, 
fen, flood plain, guyot, ocean basin, ocean ridge, oceanic crust, reef, riverbed, seamount  
(e) Mixed land and water: bog, delta, estuary marsh, salt marsh, swamp 
 
Areas separating land and water are important as natural borders separating 

people and cultures. Rivers, mountains, etc. not only separate languages, tribes and 

nations but function as common markers of political borders.  

Different types of ice or snow as well as observable environmental changes 

caused by ice are also lexicalized. In English, this lexicon mainly consists of foreign 

loans, but it is still surprisingly rich when contrasted with the lexicons related to land 

and water. For examples, see (5.27): 
(5.27) Ice-related: cirque, corrie, crevasse, drumlin, esker, fjord, glacier, ice floe, ice shelf, 
ice-cap, iceberg, kame, moraine, nunatak, outwash plain, piedmont glacier 
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These classifications and lexemes can be seen as a hierarchy, within which 

certain types of spatial divisions are more basic than others. Certain words belong to 

more than one of these fuzzy classes, and some function together to give the exact 

spatial reference. Thus, the categories are not exclusive, but they do illustrate the core 

motivational criteria behind the spatial lexicon.  
 

5.3.2.2. Objective Time and the Physical Layer  
 

Objective time is based on culturally shared experience and cultural conventions. 

Typical examples are expressions of time based on (1) changes in the physical 

surroundings and various types of (2) neutral, scientifically specified definitional 

time. The latter is partly based on socio-cultural conventions for counting and 

measuring time, while the former is partly based on observable changes in the present 

and the past surroundings. Thus, even though the ability to measure time has 

improved a great deal after John Harrison,59 the measurements are still – as they have 

been – culturally determined conventions, just like various scientific terms for epochs 

are (see 5.28). Even though time can be thought of as mainly socio-culturally 

constructed it is still also based on a hierarchy of observable and recurring changes in 

the physical world. 
(5.28) Scientific terms for epochs etc.: Age of reptiles, Autumn Equinox, break of the day, 
Cretaceous period, dawn, daybreak, dry season, dusk, early-morning hour, Equinoctial year, 
Glacial epoch, hour, midsummer, midnight, morning, night, rainy season, summer, sunrise, 
sunset, tide, twilight, etc 
 
Rather than referring to time directly, the setting can also be tied to time – just 

like space – through inferences. These inferences are often based on recurring cyclical 

changes in the environment like the bright sunlight in (5.29): 
(5.29) “It was bright sunlight in the room when I woke.” (Hemingway 1986/1929: 89) 
 
Also geological time is composed of overlapping periods combining linearity 

with cyclicity. Unlike calendrical systems, geological periods are not based on a 

metric system, but on observable changes or period-specific geological discoveries. 

As a contrast, the calendrical system is composed of a layered, linear and cyclic 

hierarchy with inbuilt metricity. A calendrical system combines several nested 

subsystems with partly different criteria, including e.g. changes in the positions of 

stars and moon, seasonal changes and times for various types of socio-culturally 
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important events, conventions and activities. These subsystems are motivated by 

interacting cognitive, physical and cultural properties; with the living environment and 

the socio-cultural emphasis providing the core to the system. (See Appendixes IV-V 

for details). 

 
5.3.3. The Socio-Cultural Layer 

 
A good example of a setting focusing on the socio-cultural layer is The Devil’s Novice 

by Peters (1995): 
(5.30) “In the middle of September of that year of Our Lord, 1140, two lords of Shropshire 
manors, one north of the town of Shrewsbury, the other south, sent envoys to the abbey of 
Saint Peter and Saint Paul on the same day, desiring the entry of younger sons of their 
houses to the Order.” (Peters 1995: 7.) 
 
Example (5.30) (cf. Appendixes III-IV) consists of several types of properties 

of the socio-cultural layer, including social relationships, the social nature of activities 

described and the socio-cultural surroundings (bold font). In The Devils’ Novice 

(5.30), references to the titles, dates, social locations and practises are used for 

establishing very specific kind of socio-cultural surroundings. Thus, these are key 

components of the religious setting in this detective story and both locations and time 

are connected with religion.  

Typically, texts which focus on the socio-cultural aspects of the world include 

settings where the textual coherence is based on e.g. references to various socio-

cultural crises, like a war (e.g. Lady Chatterley’s Lover, Lawrence 1928, and A 

Farewell to the Arms, Hemingway 1929; cf. Appendix III), the spread of infectious 

diseases, like the plague (Defoe 1722) as well as various socio-culturally relevant 

surroundings, like monasteries (Peters 1982, 1983), hotels (A Room with a View, 

Forster 1908, Example 7.6), etc., conventions (Job, Heinlein 1984; Ragtime, 

Doctorow 1974, Example 4.8; Portrait of a Lady, James 1881) or the general social 

background of the characters (e.g. Austen 1811, 1816), etc.  

When the set of separate properties prototypical to this type are investigated, 

the only difference between The Devil’s Novice (Example 5.30) and the cluster of 

prototypical properties is in the setting type, which in this text is separate as Table 

5.19 illustrates: 

                                                                                                                                                                          
59 John Harrison was the English clockmaker who designed the first properly functioning clocks  in the 
18th century, which were exact enough to be used for measuring longitudes at sea (e.g. Sobel 1995). 
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 Setting 
type 

Thematic 
focus 

Layer of 
interaction  

Frame type Discourse profile 

The Devil’s 
Novice 

Separate Character & 
Action 

Socio-
cultural 

Indoors External narrator / Past 
tense 

Prototype 
properties 

Gradual / 
Integrated 

Character / 
Action 

Socio-
cultural 

Indoors External narrator / Past 
tense 

Table 5.19. The setting of The Devil’s Novice contrasted with the prototypical socio-cultural setting 
 
In settings focusing on the socio-cultural layer, the portion of character-

oriented texts is higher than in settings emphasizing mental or physical layers. 

However, the prototypical setting focusing on the socio-cultural layer also has more 

thematic combinations than the mentally or physically oriented texts. Especially 

action-oriented settings focus on the socio-cultural layer. The most common frame 

type is indoors. 

When other factors are considered, both female and male authors focus on 

describing various aspects of the socio-cultural layer, female authors slightly more 

than male. Descriptions of the socio-cultural layer are common in all genres, with 

authors of different ethnic and cultural backgrounds (for the British authors slightly 

more than for the Americans), during all periods of time investigated.     

There were 73 settings focusing on the socio-cultural aspects, and the 

prototypical representatives of these settings are character-oriented, like Austen’s 

(1816; Example 5.3) Emma (22 settings), action-oriented Morrison’s (1976; Example 

5.31) “A Man’s World” (14 settings) or character and action-oriented Christie’s 

(1971; Example 4.3) Nemesis, King’s (1994) Insomnia or MacLaverty’s (1980) Lamb 

(13 out of 33 combinations of these 73 settings). Austen’s (1816; Example 5.3) Emma 

is a good example of a gradually built socio-culturally oriented setting, which focuses 

on the main character and her social position. A good example of an action-oriented 

setting emphasizing socio-cultural aspects is the beginning of “A Man’s World” 

(Morrison 1976): 
(5.31) “Just after half-past four came the last of the callers. 

It had been going on all the afternoon, ever since twelve o’clock when the news first 
began to get around. Big sums of money don’t come often to the residents of Tanner Street, 
Richmond, and Mrs McLean was beginning to weary of the urgent knocking on the front 
door, the more neighbourly call at the back – ‘You there, Liz! Can I come in?’ – the 
excitement on well-known faces, the constant repetition of the story of how she herself had 
taken the news and what she was going to do about it. 

She wanted her husband home, quietness over the special dinner she was cooking, 
more than anything else confirmation of the fabulous telegram she’d received just after noon.” 
(Morrison 1990: 168 / 1976.) 
 



 91

There is a strong tendency for socio-culturally oriented settings to be located 

indoors. If, however, the setting is located outdoors, then the description focuses on 

the cultural activities and social surroundings. However, it is also possible to have a 

socio-cultural setting combined with descriptions of the physical environment as in 

(5.32) from At the Earth’s Core (Burroughs 1914): 
(5.32) “I came upon him quite suddenly, and no less unexpectedly, upon the rim of the great 
Sahara Desert. He was standing before a goat-skin tent amidst a clump of date palms within a 
tiny oasis. Close by was an Arab douar of some eight or ten tents. 

I had come down from the north to hunt lion. My party consisted of a dozen children 
of the desert – I was the only “white” man...” (Burroughs 1914.) 
 
Example (5.32) contains information on the socio-cultural human relations and 

the frame situates the socio-cultural surroundings geographically. Another setting, 

Baynton’s (1976) “Squaker’s Mate”, depicts the social role of a woman lumberjack 

and combines socio-cultural action with a geographical setting. In examples like these, 

the focus is on the socio-cultural layer through social roles and activities, even though 

the physical environment is also strongly present.  

 
5.3.3.1. Socio-Cultural Space 

 
While the physical layer of the English spatial lexicon appears to be relatively stable, 

with some loans for new types of locations, the number of socio-cultural lexemes 

seems to increase continuously. Yet, there is no clear distinction between the physical 

and socio-cultural space since e.g. natural, geographical borders often function as 

socio-cultural borders at the same time. Socio-culturally specified space consists of 

political, linguistic and cultural areas and borders, sometimes overlapping classes, 

covering professional surroundings, various functional areas, especially living 

surroundings and other interior space. A large part of the socio-cultural space consists 

of names for towns, cities, villages, countries and other culturally defined areas. The 

socio-cultural space is important, because identity and in-group areas are identified on 

the basis of classifications people have for their surroundings (village, nearest town, 

county, country, continent). Locations that belong to another socio-cultural group are 

often marked in the sense that they usually carry the original name of another 

language unless the connections between the groups are exceptionally close as e.g. 

important neighbours. As a contrast to the geographically motivated lexicon, the 

lexicon of socio-cultural space includes more indoor frames and functionally defined 
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areas and locations. Thus, socio-cultural space is interactional, action-oriented and 

depends more on socio-cultural, frame-specific knowledge. 

The socio-cultural lexicon of space in this study consists of two types of 

WordNet lexicons: the lexicons of locations and artefacts. The WordNet lexicon of 

locations consists of 2639 socio-cultural, non-manufactured locations (see tables at 

the beginning of the chapter) of the following types: 
A. Proper names for socio-cultural, political and administrative areas 
B. Functionally specified global socio-cultural frames 
C. Scientific, definitional areas and locations 
D. Metaphorical locations based on stars, horoscopes, etc.  
E. Other spatial lexemes 
 
Since a large part of the locations lexicon consists of proper nouns, the actual 

number of lexemes is higher than what it is in WordNet. Most of the local names, 

which constitute a very large part of any language speaker’s lexicon, are not included 

into WordNet. Additionally, as a contrast to the locations, WordNet lists e.g. bridges in 

the lexicon of artefacts, which consists of 2675 man-made, socio-cultural spatial 

artefacts (21% of the lexicon of artefacts). The following list provides my 

characterization of the main types in the WordNet lexicon of artefacts: 
A. Buildings. Exterior(/Interior) with a function; relatively wide and stable local frames 
which are concrete and functional and function as navigational landmarks in relation to the 
surroundings outdoors (working environment, e.g. factory, school, oil rig.) 
B. Rooms. Interior with a function; stable and functionally defined, local frames (kitchen, 
lobby, dining room) 
C. Means of transportation with a dual frame consisting of indoors and outdoors with 
relevance (e.g. ship, car, bus, train, airplane.) 
D. Rule based definable functional areas (e.g. test site, inner field.) 
E. Frame components (Includes artefacts functioning as a part of the frame.) 
F. Containers60 
G. Others 

 
The problem with having separate sublexicons for locations, objects and 

artefacts is that the parameter of frame is not available from the lexical hierarchy. Yet, 

within this layer of socio-cultural locations, the additional information of the cultural 

indoors and outdoors frames is needed for textual analysis. For this reason, and as a 

contrast to the WordNet classification, which is based on lexicon-internal 

relationships, I have classified the English sublexicon of socio-cultural space 

according to different types of situational and functional domains. Each of these 

domains consists of several interconnected sets of frames. These situational and 

functional domains include: 
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• Dwellings, living surroundings and living environment  
• Functional, working environment and professional frames  
• Political areas, governing and jurisdiction 
• Urban survival-related culture-specific food and shopping as functional areas 
• Healthcare and social services 
• Hygiene-related locations 
• Communication-related functional space 
• Religious surroundings 
• Locations for arts, and education 
• Locations for sports and leisure 
• Nature-related cultural environment 

 
The main distinction between the groups is whether the lexicon deals with the 

living environment, other survival-related locations, professional surroundings or 

locations for other social activities. The lexicon of living surroundings names local 

frames indoors (5.33a), typically rooms and home as an environment, the lexicon of 

dwellings (5.33b) specifies the type of the home, but can also include environment 

outdoors, while the living environment specifies the global environment. There are 

examples in (5.33c).61 
(5.33) Living surroundings: 
(a) Local frames indoors: apartment, balcony, bathroom, bedroom, children’s room, 
corridor, dining room, flat, garden, hall, home, kitchen, lounge, nursery, room, studio, study,  
tent, toilet, tower 
(b) Dwellings: blocks of flats, cabin, camp, camping site, castle, caravan, cottage, detached 
house, farm, farmstead, house, hut, house estate, housing development, mansion, multi-storey 
blocks of flats, ranch, semi-detached house, skyscraper, summer cottage, tent, terraced house, 
trailer, villa, weekend house, yourt 
(c) Living environment: city, county, town, village, camping ground, trailer park, suburb, 
state, country 
 
A large part of urban spatial lexicon in related to socio-cultural forms of basic 

survival, e.g. eating, which is associated with various types of socio-culturally 

defined areas: cafeteria, bar, restaurant, diner, nightclub, pub. All these also function 

as different frames, specified through details, prestige and the kind of eating typically 

associated with the place. Communication is another area of basic needs, where 

locations need to be individuated by function. Communication-specific frames to a 

large extent depend on prototypical connections between artefacts and locations.  

In general, urban survival-related lexicon is composed of several sub-groups 

including food and shopping as functional areas (5.34a), healthcare and social services 

(b), hygiene (c), and communication (d) related environment: 
(5.34) Functional areas: 

                                                                                                                                                                          
60 Even though containers are artefacts, they were discussed under the physical world objects. 
61 Even though this classification is used for descriptive reasons, it is not meant as a strict dichotomy, 
since some of these sublexicons partly overlap with one another. 
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(a) Food and shopping: bar, brewery, café, cafeteria, department store, diner, fair, 
fairground, farm, farmstead, fleamarket, kitchen, mall, marketplace, pizzeria, restaurant, 
saloon, shop, supermarket, trattoria, vineyard 
(b) Healthcare and social services: Daycare center, dentist, emergency room, fire station, 
healthcare center, hospital, kindergarden, police station 
(c) Hygiene: Cemetery, dump, rubbish heap, sewage, toilet, trash heap, trash pile 
(d) Communication: mailbox, mast, phone booth, post office, radio station, studio, television 
station 
 
Depending on the character’s social role, several of these also function as 

professional surroundings. There is a large functionally specified lexicon defined in 

relation to business, industry and working surroundings, factories, etc. In addition to 

common lexicalized frame types, there are also specific named frames within this 

group, including company names. In some cases, professional locations (5.35) are 

defined through the profession which means that the professional title can be used for 

referring to the location as well, as in I’ll go and see a doctor.   
(5.35) Frames for professional surroundings: abattoir, bakery, bank, barber, blacksmith 
(smith), bootmaker, brewery, building site, butcher’s shop, coal mine, computer centre, 
construction site, court room, customs, dentist, docks, doctor, drawing office, drilling rig, 
dump (garbage d.), factory, freight depot, garage, gas station, goldsmith, goods station, 
grocer’s shop (grocery store), harbour (harbor), industrial area, laboratory, ladies’ 
hairdresser, library, mill, nuclear power plant, office, optician, police, port, power plant, 
power station, quarry, sawmill, service station, shoemaker, silversmith, slaughterhouse, stock 
exchange, surgeon, tailor, vineyard, water tower 
 
The lexicon of locations for socio-cultural activities consists of sublexicons 

dealing with other types of social life. Here like in other lexicons, the same word may 

belong to several categories. The important sublexicons include: political areas and 

governing (5.36a), governing and justice (b), religious surroundings (c), arts (d), 

education (e), sports and leisure (f), and various nature-related cultural surroundings 

(g): 
(5.36) Frames for socio-cultural activities: 
(a): Governing and political areas: capital, city, colony, commune, confederation, country, 
county, district, division, emirate, empire, kingdom, nation, precinct, region, republic, 
reservation, sheikhdom (sheikdom), state, territory, town, village 
(b) Governing and justice: castle, court, fort, parliament, police station 
(c) Religion: cathedral, cemetery, chapel, church, monastery, mosque, synagogue, nunnery, 
temple 
(d) Arts: ballet, circus, concert, gallery, museum, opera (house), stage, theatre (theatre) 
(e) Education: botanical gardens, computer centre, college, highschool, kindergarden (day 
nursery), library, museum, primary school, school, secondary school, study, university, zoo 
(zoological garden) 
(f) Sports and leisure: amusement park, athletic field, beach, botanical gardens, bullfighting 
arena, camping ground, carnival, casino, children’s playground, circus, disco(theque), fair, 
fairground, field, fleamarket, garden, gym, hunting ground, library, nightclub, picnic ground, 
playing field, pool, rodeo, spa, stadium, summer cottage, tatami, track 
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(g) Nature-related cultural surroundings: aquarium, beach, botanical gardens, camp, 
camping site, dam, forest, garden, meadow, national park, park, reservoir, watering hole, 
well, wood, zoo 
 
Typical sublexicons here specify locations functionally in relation to the type 

of social activity the frame is associated with. For example, religion produces lexical 

classes based on function and ethnic identity. Ethnic space marks not only functional 

locations and activities but differentiates area-specific ethnic or social subgroups (e.g. 

Chinatown).  

Sports and free time related locations are an important functional area within 

the lexicon of space. Specific types of sports function as seasonal markers, and thus 

can be used for triggering time as well. These include verbs, like skiing, skating, 

swimming, which prototypically, at least in the northern hemisphere, are associated 

with specific seasons.  

Since certain frames also tend to be associated with particular types of verbs, it 

is interesting to see the distribution of some other, related verb and noun lexicons. 

These are presented in Table 5.20: 

Socio-cultural frame 
connection 

WordNet sublexicon Types Tokens 

Professional V. creation 1171 955 
V: consumption 583 504 Survival/Consumption 
N: food 3304 6162 

Sports V: athletic activities 821 719 
N: communication 6733 6023 
V: communication 3209 2523 
N: events, happenings 1322 1219 

Social Activities 

V: political and social activities and events 2195 1817 
Table 5.20. Examples of other lexicons associated with socio-cultural frames in WordNet. 

 
In relation to motion, the key elements of a language are various types of 

paths and pathways. The lexicon distinguishes several types of travel, route and path 

related lexemes, as (5.37) illustrates: 
(5.37) Travel, paths and pathways: airport, alley, avenue, border, boulevard, bridge, bus 
stop, cabstand, channel, crossing, crosswalk, cul de sac, customs,  docks,  freeway, harbour 
(harbour), highway, holiday hostel, hotel, junction, motel, museum, path, pavement, port, 
resort, restaurant, river, road, route, sidewalk, square, stand, station hall, station platform, 
station, stop, street,  taxi stand, trail 
 
Typically, paths and pathways collocate with verbs of motion (5.38) and with 

vehicles (5.43). 
(5.38) Miss Marple walked slowly along the village street on her way towards the market 
place where the inquest was to take place in the old-fashioned Georgian building which had 
been known for a hundred years as the Curfew Arms. (Christie, 1981/1971: 122) 
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In addition to route definitions, paths are relevant for specifying the 

origin/departure, destination/arrival, duration and distance (cf. Miller & Johnson-Laird 

1976: 377 for a list). Paths and pathways are related to route descriptions which 

define a path through two, three or more focus points marked by prepositions e.g. 

signalling departure from, path via and arrival to a destination, as in “He drove 

from Paris to Dakkar”, and as in (5.39, marked with bold font): 
(5.39a) “There was no mystery a million years ago as to how a thirty-five-year-old American 
male named James Wait, who could not swim a stroke, intended to get from the South 
American continent to the Galápagos Islands.” (Vonnegut, 1986: 14) 
(b) “So, without any idea that he was going to become the sire of all humankind, I got into the 
head of Captain Adolf von Kleist as he rode in a taxicab from Guayaquil International 
Airport to the Bahía de Darwin.” (Vonnegut, 1986: 115) 
(c) “As we moved out through the town it was empty in the rain and the dark except for 
columns of troops and guns that were going through the main street.” (Hemingway, 
1986/1929: 194) 
 
Natural paths can also separate areas. Areas in general have explicit or implicit 

borders, but many landmarks also function as borders and boundaries by nature as 

(5.40) illustrates. There are four types that need to be considered: the natural borders 

(5.40a), definitional borders (5.40b), functional borders (5.40c) and border passages 

(5.40d): 
(5.40) Borders and boundaries: 
(a) Natural borders: Geographical, e.g. canyon, gorge, mountain, river; Cultural, e.g. wall, 
fence, canal 
(b) Definitional borders: e.g. Arctic Circle, Equator, Tropic of Cancer, Tropic of Capricorn, 
line (battle l., state l. tree l., borderline), border 
(c) Functional borders: e.g. customs, harbor, airport, border 
(d) Border passages: e.g.  bridge, channel, dam, gate, door 
 
Even though there are various types of borders, it is usually more important to 

name the areas than the borders, and there are several types of functional areas which 

are based on agreed, virtual borders (e.g. jurisdiction, governing, rule, etc.) marking 

differences in e.g. political areas (like county border, city limits). Countries, 

continents, counties etc. are all named as areas and there are even names for locations 

where the border can be crossed, but borders themselves are named only in some 

exceptional cases. Natural borders are different. There are names for mountains like 

Alps, Himalayas, Rocky Mountains, or rivers, like Amazon, etc. but even these 

typically function as e.g. areas rather than as borders. Another important point is our 

awareness of the national in-groups associated with not only an area but also culture, 

history, politics, religion and the language of these areas. It is also more important to 

focus on people than on the border that separates them. 



 97

Global socio-cultural space consists of various types of areas. Culture has a 

strong influence on the ways in which we learn to see where and how large the area of 

our in-group is (e.g. village, town, country, continent), and how it is divided into 

historical, geographical and political areas, and these things also function as markers 

of personal identity. These divisions for areas associated with a particular group of 

people or a particular location (often realized as proper names) constitute a large part 

of adult speakers’ lexicon, and according to Miller and Johnson-Laird (1976: 377), 

“maps onto a conceptual core that organizes adults' geographic knowledge of the 

world.”  

The spatial lexicon of proper names differs from the others in that the portion 

of new locations increases in the adults’ lexicon throughout their lives more than the 

other lexicons. If a proper name is foreign, some languages modify it to fit the 

morpho-phonological structure of the language, whereas others mark the name 

otherwise as being foreign.62 The ever-expanding lexicon of proper names 

individuates and marks a relatively complex hierarchy of linguistic, cultural, 

geographical, political and historical areas that differ from one another in various 

ways.  

Foreign names for locations can also be recognized by the lexical elements 

and other collocations. These elements often have a meaning in the original language, 

but in loans they are often treated as a part of the name. There are differences in how 

many speakers of a given language recognize these, depending on the interaction with 

the other culture and its population. Common examples of collocating items include 

articles (Las Vegas, Los Angeles, Den Haag) and basic geographical nouns (Lago di 

Garda) or other nouns and lexical parts related to our cultural conceptualisation of 

space (Leningrad) in another language. In some cases the same semantic information 

may occur twice, both in the original language and in English (Rio Grande River). So, 

typical examples include pre- and post-modifying lexical elements (typically nouns 

and articles in a foreign language) (5.41a), directionals and premodifiers (5.41b), and 

endings as lexical elements (5.41c): 
(5.41) Lexical Elements: 
(a) Pre- and post-modifiers: Sierra (Sierra Madre, Sierra Nevada), Mont (French: Mont 
Blanc), Monte, Piazza (Italian), Tierra (Tierra del Fuego), Kap (Kap Horn), Osero (Russian: 
Osero Sasyk), Ostrov (Russian: Ostrov Seskar), Porto (Porto Torres), Puerto (Puerto Rico), 

                                                            
62 The extreme case can be found in Japanese, where foreign names and onomatopoetic expressions are 
written in a different set of characters called katakana. 
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Loch (Gaelic: Loch Lomond), Lago (Italian: Lago Maggiore, Lago di Garda), Lagoa (Lagoa 
dos Patos), Laguna (Laguna Madre), Isla (Isla de Pinos). Rio (Rio Bravo, Rio de Janeiro), Ile 
(French), Golfo, Rue. 
(b) Directionals and premodifiers: West(ern), South, North, East, (and combinations of 
these), Central, Lower, Old, New, Great, Central.  Top (hilltop), Side (Eastside, Westside, 
countryside), Circle (Arctic C.). 
(c) Endings: -polis (Minneapolis, Indianapolis), -burgh (Edinburgh, Pittsburgh), -borg 
(Swedish: Göteborg), -burg (Harrisburg), -borough, -ville (French: Brazzaville, Leopoldville, 
Nashville, Louisville), -ton (Wellington, Brighton), -grad (Russian: Volgograd, Leningrad), -
berg(en) (Swedish, German), -vik (Reykjavik; Swedish: Jorvik) 
 
There is one more special case which needs to be mentioned in the socio-

cultural context. These are dual frames, with two interconnected different frames. 

The interior and the exterior space interact in certain types of frames, typically 

involving a means of transportation or a marker which connects two frames together 

(like a window). In a typical case, the protagonist is inside one frame and observers 

both the content of this frame and another frame outdoors. For example in (5.42) from 

the beginning of Durrell’s (1975) Monsieur there is a means of transportation, a train, 

and the text consist of layers including the layer of the thoughts of the protagonist, the 

location inside the train, and the landmarks outside in relation to which the train 

moves:  
(5.42) “The Southbound train from Paris was the one we had always taken from time 
immemorial – the same long slowcoach of a train, stringing out its bluish lights across the 
twilight landscapes like some superglowworm. It reached Provence at dawn, often by a 
brindled moonlight which striped the countryside like a tiger’s hide. How well I remembered, 
how well he remembered! The Bruce that I was, and the Bruce I become as I jot these words, 
a few every day. A train subject to unexpected halts, unexpected delays; it could fall asleep 
anywhere, even in open country, and remain there, lost in thought, for hours. Like the swirls 
and eddies of memory itself – thoughts eddying about the word “suicide,” for example, like 
frightened tadpoles. It has never been, will never be, on time, out train. 

These were the reflections of the lone traveller in the lighted third-class compartment 
at the  rear of the train. In the tarnished mirror this man is watching himself. It had ever been 
thus in early spring, he told himself – even in the early student days of the old PLM. By the 
time the train had cleared echoing Dijon it became all but empty in this season.” (Durrell 
1976: 1 / 1975.) 

 
In (5.42) the train functions as a moving object, a container, and perhaps even 

as a metaphor for writing the forthcoming story. The point of view moves from the 

global outdoors scope to indoors and into the mind of the character. Cars, trains, 

aeroplanes (see 5.43) can function as containers63 which have this property of 

functioning as a dual frame.  

(5.43) Vehicles with a dual frame: e.g., boat, bus, car, coach, ferry, helicopter, metro, oil-
tanker, ship, streetcar, taxi, train, tram, truck 

                                                            
63 Vehicles need not necessarily establish an interior space. In some cases it would not be natural, as is 
Pirsig’s (1974) Zen and the Art of Motorcycle Maintenance discussed earlier, since motorcycles do not 
function as containers for the passengers. 
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Windows are another type of a typical dual frame marker, as in Harriet Vane 

(Example 1.2 from Gaudy Night, Sayers 1935) and Eveline (Example 3, Joyce 1914) 

already discussed earlier. The main difference is whether the indoors frame connected 

with the outdoors frame is stative or dynamic.  

 
5.3.3.2. Socio-Cultural Time 

 
A large part of time is based on historical knowledge and various types of socio-

cultural conventions. A good example of a setting providing this type of information 

was Doctorow’s (1974) Ragtime (see discussion in Example 4.8, Chapter 4), which 

explicitly names the time and the location but additionally creates the feeling and the 

atmosphere by using textual descriptions of architecture and social conventions of the 

time (like sexual fainting, people wearing white during the summer) and lexical cues 

(vaudeville theatre, steamers, trams,...) There were several lexical triggers based on 

historical knowledge which were used for creating a sense of an era: 

• Means of transportation: trains, steamers and trolleys 
• Architectural details: the description of the house 
• Cultural happenings and locations: the gatherings, parades, political picnics, vaudeville 

theatres, ballrooms 
• Historical details: Teddy Roosevelt as President, patriotism (including objects for 

expressing patriotism) 
• Clothing: parasols, white clothes in summer 
• Social conventions: sexual fainting 
 
In general, socio-cultural time is about historical information (5.44a), 

calendrical links (b), and cultural conventions (c-e), some of which are based on 

cyclical biological needs (e): 
(5.44a) “Whenever I hear someone generalizing favourably about ‘the sixties,’ I feel like 
Hester, I feel like throwing up.” (Irving 1989: 528) 
(b.) “The next day, yesterday, was Saturday and I was able to spend the morning writing.” 
(Lazarus 1995: 189) 
(c.) “Mrs Sandbourne returned just as the party was sitting down to lunch.” (Christie 1981: 
103) 
(d.)  “I went back to sleep again.” (Hemingway 1986/1929: 181) 
(e.) “Bobby King... said goodnight to his secretary, and went home.” (Vonnegut 1986:124) 

 
In addition to the epoch-specific historical information, there is a large part of 

socio-culturally relevant lexicon dedicated to this specific purpose. Other examples of 

socio-cultural time are listed in (5.45): 

(5.45) Socio-cultural time: Academic term, Advent Sunday, All Fool’s Day, Antiquity, bank 
holiday, baseball season, bedtime, breakfast time, Bronze Age, Candlemas Day, Chanukah, 
Christian Holy Day, Chrismas Eve, Columbus Day, Dark Ages, day shift, December, degree 
day, dinnertime, Devonian, Doomsday, Easter, election day, eighties, Father’s Day, Feast of 
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the Unleavened Bread, fifties, financial year, First of May, first quarter, fiscal year, football 
season, B.C., Guy Fawkes day, Halloween, Happy Hour, hereafter, holiday, kickoff, Labor 
day, leisure time, Lent, lunchtime, Monday, May, presidential time, prohibition era, quarter, 
Ramadan, reign, Reneissance, Restoration, Sabbath, Saint Patrick’s Day, Saint Valentine’s 
Day, rush hour, school term, suppertime, term, thanksgiving day, the good old days, theatrical 
season, vacation, Veteran’s Day, wartime, week, weekend, workday, Yom Kippur. 
 
Calendrical time is a good example of socio-cultural time. It varies from one 

culture to another, and can be based on e.g. seasonal changes, cultural rituals, 

dynasties, changes in the stars or various other culture-specific conventions.  

Time is socio-culturally also associated with various conventions for 

measuring temporal units and relating them together. Several common temporal 

expressions listed in (5.46) could be defined as objective, neutral time or as meta-level 

concepts: 
(5.46) Other temporal expressions: allegro, a.m., anomalistic year, bloom, breath, 
breathing time, bygone, close, count per minute, cycle, date, delay, duration, end, ending, 
epiphany, epoch, era, eternity, eve, expiry, extension, extra time, finish, first, flash, forever, 
future, half, last, now, 30 minutes, hard times, incubation period, instant, interlude, 
interruption, jiffy, life expectancy, limit, long run, lunar month, meantime, meanwhile, 
microsecond, mid-, moment, nanosecond, now, nowadays, today, pace, past, pause, period, 
phase, present, pulse,  season, slot, then,  today, etc.   
 
So, just like the geographical and cultural lexicons of space, the lexicon of 

time is motivated on a variety of grounds and contains both absolute and relative 

elements.64  

 
5.4. Interaction between Space and Time 

 

Time and space are not as apart from one another as my analysis so far might indicate. 

Time has close relationships with space in several languages. For example, several 

prepositions in English have both spatial and temporal uses (Bennett 1975: 92-93, 

129-130). The use of same prepositions for space and time is a good example of 

metaphorical sharedness. This sharedness is typically one-directional. As Lakoff 

and Johnson (1980: 59) note, “we typically conceptualise the non-physical in terms of 

the physical – that is, we conceptualise the less clearly delineated in terms of the more 

clearly delineated.”65 In addition to shared prepositions, there is metaphorical and 

                                                            
64 This regardless of the morpho-syntactically encoded grammaticalized frame of reference (cf. 
Comrie’s (1985) classification of tense). The components which are not grammaticalized tend to be 
lexicalized. 
65 Also developmentally, space comes before time, and time is linguistically in several senses 
dependent of space (e.g. Miller & Johnson-Laird 1976: 465-466; Frawley 1992: 370), even though they 
are psychologically different (Miller & Johnson-Laird 1976: 456). As Frawley (1992: 370) notes, 
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lexical sharedness, which is mainly motivated through the shared layeredness of the 

world.  

Spatiality and temporality are also often combined, as in events which have a 

specific location as well as a specific time. Some examples of the inherent spatio-

temporality of non-spatio-temporal lexemes are the culturally shared historical 

catastrophes, like those of Hindenburg or Titanic, which evoke a strong association to 

a specific historical event. 

WordNet lists 1322/1219 events and happenings which are both spatially and 

temporally relevant, but these are but a fraction of the potential number of all the local 

happenings that tie various types of social networks together. In academia, examples 

include conferences, meetings, seminars, speeches, etc. Some of these, as the Nature 

Cruise of the Century in Vonnegut’s (1986: 166) Galápagos, are text-specific.  

Even though there are large lexicons just for both space and time, there are 

additional secondary spatio-temporal uses for several non-spatio-temporal words, 

which are strongly associated with spatial or temporal frames – or both. Consider, for 

example, seasonal activities (skate, ski), or season-specific nouns (frost, snow, ice), 

which are neither spatial nor temporal but can be used for inferring spatio-temporal 

information. The meanings of these words are based on at least some (either personal 

or intertextually acquired) knowledge of related frames (here winter), situations and 

contexts where these words can be used. Without this type of knowledge these words 

would not have a full meaning. In the following chapters, I will argue that a large part 

of textual meaning is based on this type of text-derivable encyclopedic knowledge and 

the use of frame triggers associated with a wider contextuality. 

 

                                                                                                                                                                          
literature on the various types of connections between time and space  is vast. See e.g. Piaget 1970 on 
cognitive development, Miller & Johnson-Laird 1976 for cognitive similarities, Bennett 1975 on 
prepositions, Traugott 1978 for the diachronic aspects, Lakoff & Johnson (1980, 1999) for the spatial 
basis of temporal metaphors.  
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5.5. Summary and Conclusions  
 
The classification into locations, artefacts and objects in WordNet, where the main aim 

is to describe lexicon-internal relations, does not capture the essential situational, 

contextual, functional or other lexicon-external properties of lexemes. For example, 

canal is an artefact and river is an object in WordNet, but these are not listed as 

locations even though they both function as borders or paths. A river is a central part 

of the physical environment while a canal is a part of the socio-cultural surroundings.  

Settings focusing on the physical layer differ from settings focusing on the 

mental and/or socio-cultural layers. There are basically two options available for the 

author: either (1) begin by the character-oriented mental and socio-cultural layers or 

(2) describe the physical environment or socio-cultural surroundings first. While the 

settings focusing on the physical layer tend to be separate more often than the other 

groups, settings focusing on the socio-cultural and mental layers tend to be built 

gradually or integrated into the story. If the focus is on the mental layer, spatio-

temporality is clearly on the background.  

The same mental, socio-cultural and physical layers clearly motivate lexical 

classes and function as different types of interfaces in relation to which the setting is 

established. The spatio-temporal lexicon consists of named frames and elements of 

frames defined differently in relation to these layers. These frames are not completely 

independent, but rather connected with the overall lexical system of a language. (See 

Appendixes IX for space and X for time). Each layer has its own hierarchy as a part of 

the sublexicon.  

The general hierarchy of a spatial sublexicon is presented in Table 5.21. It 

illustrates that the overall system for spatial lexicon is complex. The main distinctions 

are based on the nature of information which differs in relation to each layer, the main 

distinction being between physical (geographical) environment and socio-cultural 

surroundings. This table also illustrates that the core classificatory criteria differ 

between lexicons. Thus, encyclopedic knowledge is domain and layer specific, and the 

text beginnings contrasted with the lexicon illustrate that the discourse strategy is built 

in relation to the domain as a whole rather than the spatio-temporal lexicon only.  
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General lexicon 
Area 

Horizontal land 
Vegetation differentiated horizontal 

Horizontal  

Horizontal, vegetation with function 
Upwardly directed mountain-related lexicon 

Directionality 

Vertical 
Downwards 
Large water areas with salt 
Small water areas with no salt 
Horizontal 

Water-
related 
Lexicon 

Vertical 
Water surrounded by land 
Land surrounded by water 
The bordering area between land and water 
Land covered with water and land under water 

Water-
Land 
Interaction 

Land covered with water or wet ground mixing land 
and water 

Physical, 
Geographical 
Space 

Land, Water, 
Ice 

Ice-related lexicon 
Types of dwellings 
Living surroundings and living environment 
Functional, Working environment and Professional frames 
Political areas, governing and jurisdiction 
Urban survival-related culture-specific food and shopping as functional areas 
Healthcare and social services 
Hygiene 
Communication-related functional space 
Religious surroundings 
Arts 
Education 
 Sports and leisure 

Socio-
Cultural 
Space 

Nature-related cultural lexicon 
Paths and 
Pathways 

Travel, routes, paths and related lexicon 

Natural borders 
Definitional borders 
Functional borders 

Borders 

Border Passages 
Means of Transportation 
Table 5.21. Sublexicons of spatial nouns 
 

For time the main distinction is between character-oriented (biographical), 

socio-cultural (historical) and inherent episodic cyclicity based on the interaction of 

several layers. Thus, time in English is not merely a metaphorical extension based on 

motion or spatial relations (cf. Lakoff & Johnson 1980). It is a complex whole 

consisting of several interacting modules which are lexically and cognitively distinct.  

In narrative fiction all these layers and their components are needed for 

coherence, and they are tied to actions, observations and thoughts of a fictive 

character located in the middle of a complex spatio-temporal whole. 
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6. Frame Triggers, Frames and 
Contextuality 

 
6.1. Contextual Frame Triggers 

 
In addition to lexical meanings, people have practical knowledge for example of how 

artefacts like table are used. As I showed earlier with Example (1.2) in Chapter 1, 

where Harriet Vane’s writing-table was used to evoke the indoors frame (cf. Pitkänen 

2001a), knowledge of the potential frame associated with words like writing-table is 

also a crucial part of textual meaning. Since both lexical and practical knowledge are 

needed, at least some conventional practical knowledge should also be included into 

lexical descriptions. Yet, in the descriptions of words such as writing-table, the focus 

has been on the function and the nature of the object as a surface or a container. A 

good example is the Collins Cobuild definition of the writing desk: 

 
(6.1) “A writing desk is a piece of furniture with drawers, an area for keeping writing 
materials, and a surface on which you can rest your paper while writing.” (Collins Cobuild 
1995: 1942) 

 
This definition in (6.1) does not provide any references to the prototypical 

indoors surroundings even though it is crucial for textual meaning. Also table together 

with other words associated with indoors can be used for triggering the indoors frame, 

as in Conrad’s (1897) “Youth” (Example 6.2), which begins by providing the global 

frame (England) and the general theme (the sea) explicitly, but evokes the local frame 

indoors implicitly through words like mahogany table, bottle, claret-glass. These 

words are associated with particular types of surroundings, e.g. a pub, somebody’s 

home, a ship, where mahogany tables and men drinking and talking to one another 

tend to be found: 
(6.2) “This could have occurred nowhere but in England, where men and sea interpenetrate, so 
to speak – the sea entering into the life of most men, and the men knowing something or 
everything about the sea, in the way of amusement, of travel, or of bread-winning. 

We were sitting round a mahogany table that reflected the bottle, the claret-glasses, 
and our faces as we leaned on our elbows.” (Conrad 1984a: 3 / 1897) 

 
Of all the words potentially associated with a frame, some are more closely 

associated with it than others. These words and phrases (like the mahogany table, 



 105

bottle and claret-glasses co-occurring in Example 6.2) I call frame triggers66 (see 

Section 3.2 for a definition). However, any of these words could also occur in other 

contexs and in other locations.  Thus, not only the choice of the appropriate words but 

also the correct co-text (context in the sense of e.g. Enkvist 1974: 37) matters, since 

collocations are built on purpose in a particular way in relation to the common 

knowledge the author can suppose his/her target audience to have through mutual 

experience and background.  

Depending on the text, the co-textuality can be relatively closely related to a 

single local frame or a more complex collection of frames, as I explained in Chapter 3. 

So, depending on the level of granularity and the amount of deictic information, what 

is established at the beginning of a text like this is either a single referential frame or a 

more global compositional frame, (for definitions, see Section 3.2) which is gradually 

developed throughout the text. For example, Conrad in (6.2) connects the sea, England 

and the indoors location together into a more complex compositional frame. 

Often, the author does not rely on the shared frames as such but aims at 

manipulating encyclopedic knowledge he or she assumes the reader has of the frames. 

The point is to produce a textual representation67 rather than just a compositional, 

propositional construction.68 This knowledge is partly stored in the lexicon (e.g. 

elements which name frames explicitly or function as components of frames) and 

partly in the structure (e.g. various relation markers). So, a frame is dependent on (1) 

the encyclopedic knowledge associated with a word and (2) the structure and the co-

text in which the word occurs. When a word co-occurs with others in a co-text, it 

becomes a part of a cohesive lexical chain and the reader matches this structured chain 

with encyclopedic knowledge in order to create coherence to the interpretation of the 

                                                            
66 The key properties of frames and frame triggers in the present work is related to the general 
properties of concepts by some researchers, like de Beaugrande (1984: 38) whose concept is “a 
configuration of knowledge characteristically stored and activated together.” 
67 For Johnson-Laird (1983: 10), understanding the world is based on constructing working models in 
the mind. These mental models “allow language to be used to create representations comparable to 
those deriving from direct acquaintance with the world” (id.: 397). For Werth (1999: 73), this mental 
model “is a conceptual space which we use to work out probabilities and inferences”, and these 
imitations of consciousness are “mental models constructed in the course of processing a given 
discourse” (id.: 74). 
68 Some researchers, especially representatives of conceptual semantics like Jackendoff (2002: 282) 
claim that the domain of linguistic semantics should be “continuous with human conceptualization as a 
whole”. 



 106

textual meaning.69 For example, mountains, seas, plains and deserts are associated 

with domain-specific lexicons. However, words associated with a spatial frame need 

not necessarily be spatial. Many plants, objects, artefacts and animals are associated 

with very specific surroundings. For an example, consider a hypothetical situation, 

where the following sets of words (6.3) would occur in three different hypothetical 

texts: 
(6.3a) Text 1: Lagoon, coral reef, surf, atoll, ocean, shellfish, shark, diver, yacht, boat, beach. 
(b) Text 2: Glacier, pass, crevasse, moss, marmot, yak, snow, scree, yourt.  
(c) Text 3: Dune, cactus, oasis, camel, barchan, yardang, sand, sheikh. 
 
Each of these groups is associated with different kinds of surroundings, and 

we should have at least a rough idea of the context and surroundings where these 

words would prototypically occur.70 Yet, as I showed in Example (6.1) this type of 

knowledge is not systematically included in dictionaries, since researchers like Miller 

(1979: 400) – in fact most semanticists – keep practical knowledge apart from lexical 

knowledge, i.e. “the entailments that follow from a claim that something is a member 

or instance of a category” (ibid.). This partly explains the WordNet approach 

discussed in Chapter 5.  

Let us now investigate two examples, tram (6.4) and square (6.5), to see how 

contextuality and especially frame-related information is provided in WordNet and 

other modern descriptive dictionaries, like Collins Cobuild, Longman Dictionary of 

Contemporary English and The American Heritage Dictionary. Both of these lexemes 

                                                            
69 Doležel (1989: 236) points out that fictional text can also be “characterized as a set of instructions 
according to which the fictional world is to be recovered and reassembled”. There would be no point in 
explicitly stating the knowledge shared by the discourse participants (cf. Wilensky 1982). What is 
needed is just enough information to be used for evoking the model. The topics worth verbalizing are 
those that have a point and provide something new, and the textual structure is built around the 
argumentation. A good author evokes something new in relation to the old and shared (cf. Chafe 1994: 
122) as efficiently and aesthetically as possible. 
70 Context is a complex phenomenon. (E.g. Togeby (1993), Enkvist (1974), Gumperz (1982), Halliday 
(1977), van Dijk (1977, 1985) and researchers like Halliday (see Ghadessy, ed., 1999) emphasize that 
texts should be investigated in relation to the wider functionality, i.e. Textual metafunction (encoding), 
the Ideational metafunction (content), and the Interpersonal metafunction (discourse interaction). This 
textual contextualization is not fixed but creative, situation-dependent, negotiatible, interacational and 
culture-dependent (Auer 1995). Crucial parameters include e.g. linguistic context (e.g. textual context, 
co-text), contextuality of the communicative channel, situational context (non-linguistic, observable 
physical surroundings), social situation, socio-cultural context (shared socio-cultural knowledge), 
pragmatic or truth conditional context, and psychological context (Enkvist 1974: 37-38; Auer 1995). 
At a more general level, the main distinction is to (a) the textual co(n)text and (b) the text-external, 
situational context. Enkvist (1974: 37) defines textual context (i.e. co-text) as “the set of suitably 
defined linguistic units that co-occur with a given linguistic unit within a given text.” However, “a 
context is not just there in ready-made form for the reader whenever the reader needs to draw on it, but 
that the reader is actively involved in constructing and updating contextual knowledge at the same time 
as focusing on the events which are happening within that context.” (Emmott 1997: 18).  
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are frame-specific in that trams and squares are both associated with a city. Square is a 

socio-cultural, functional spatial location, while tram is an artefact, a means of 

transportation (cf. Section 5.3.3.1.). In (6.4) and (6.5), I have with a purpose selected 

the entry (of several) closest to the spatial use where the surroundings should be an 

important ingredient of the description.  
(6.4a) “In a town or city, a square is a flat open place, often in the shape of a square.” (Collins 
Cobuild 1995: 1617.) 
(b) “An open, often quadrilateral area at the intersection of two or more streets… A 
rectangular space enclosed by streets and occupied by buildings.” (American Heritage 1985: 
1184.) 
(c) “a broad open place at the meeting of streets: a band playing in the town square… the 
buildings surrounding this: a fine house in Berkeley Square”  (Longman 1986: 1082.) 
(d) “an open area at the meeting of two or more streets” Holonym: PART OF: city (WordNet 
1.7) 
 
For square, Cobuild names town or city as the frame, and provides a 

description of the word’s meaning. Also WordNet names the holonymic relationship 

with the city. The other dictionaries do not name any frames at all, even though 

squares of this type are clearly associated with urban (or at least village) surroundings. 

Just like a tram is. It belongs to a city but is not literally a meronymic part of it: 
(6.5a) “A tram is a public transport vehicle, usually powered by electricity from overhead 
lines, which travels along rails laid in the surface of a street; used mainly in British English. 
The usual American word is streetcar. You can get to the beach easily from the centre of 
town by tram.” (Collins Cobuild 1995: 1778.) 
(b) “Chiefly Brit. a. A streetcar. b. A tramway. C. A cable car. 2. A four-wheeled, open box-
shaped wagon or iron car run on tracks in a coal mine.” (American Heritage 1985: 1285.) 
(c) “a public vehicle for many passangers, usu. driven by electricity, that runs along metal 
lines set in the road.” (Longman 1986: 1175.) 
(d) “a system for transporting passengers or freight in carriers suspended from cables and 
supported by a series of towers” and “a car that runs on rails and is propelled by electricity: 
‘tram’  and ‘tramcar’ are British terms”) Holonym: PART OF: Trolley line.71 (WordNet 
1.5/1.7) 
 
The potential frames for a tram in the American Heritage and Longman are 

coal mines, towns, cities and it is noted that the word is mainly used in Britain. As for 

the other dictionaries, they do not name the frame at all. WordNet’s holonymic 

relationship is targeted on a trolley line as a system and the association with a city or a 

town is not mentioned, though this is very strongly an urban means of transportation. 

These examples illustrate how a linguistic expression “will evoke the whole range of 

experience which that item is normally involved in” (Werth 1999: 43). Yet, this 

knowledge of frames is not systematically described in dictionaries, even though the 

                                                            
71 There were no further holonyms found for Trolley line in WordNet 1.7. 
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knowledge of an object’s prototypical location is at least as relevant (for the overall 

spatio-temporal frame) as the nature and the function of the object.  

So, dictionary descriptions are based on world knowledge, but the bias is on 

the functions and visual description rather than prototypical surroundings. These 

examples clearly illustrate the lack of systematic frame information, even though this 

information is relevant for e.g. establishing the setting. Some approaches focus on 

non-situational lexical properties even less than descriptive dictionaries. The notable 

exceptions are pictorial dictionaries (like those by Oxford-Duden), but they are partly 

unsystematic and clearly aimed at learning a language. The selection of pictures and 

wordlists covers the most common frames only, and the frame triggers do not always 

match with the ones found in settings (see Table 6.1). 

Domain type Examples of frame types 
Man and His Social 
Surroundings 

Hospital, Kitchen 

Nature as Environment, 
Agriculture and Forestry 

Flower Garden, Farm buildings, dairy, forestry, hunting,  

Trades, Crafts, and Industry Malting and Brewing, Bakery, Building site, Blacksmith, Coal 
mine, Powerplant, Sawmill 

Printing Industry Composing room 
Transport, Communications 
and Information technology 

Garage, Station Hall, Harbour, Airport, Post Office, Computer 
Centre,  

Community University, Restaurant, Town,  
Recreation, Games, Sport Park, Camping, Bathing Beach  
Table 6.1. Examples of domain and frame types used in the Oxford-Duden Pictorial Dictionary 

 
As examples in Table 6.2 illustrate, the domains listed in Oxford-Duden 

include a list of frame-specific words, mainly of objects and artefacts. In the 

dictionary these are connected to drawings of the environment where they tend to 

occur (i.e. the frame). Oxford-Duden describes only a handful of frames which can be 

found in the lexicons of locations, artefacts and objects in lexical databases like 

WordNet (cf. Chapter 5). Thus, Oxford-Duden does not list all the frames nor mark the 

most central triggers for the frames – but it does list some common frames and some 

conventional elements of these.  
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Hospital I-III (f. 25-27, pp. 62-
67) (Named subframes: intensive 
care unit, control room, 
pacemaker, pacemaker control 
unit, surgical unit, operating 
theatre, preparation and 
sterilization room, X-ray unit, 
spinometry,...) 

e.g. patient’s card, spatula, bed, infusion bottle, 
sphygmomanometer, mobile monitoring unit, electrodes for shock 
treatment, pacemaker, automatic impulse meter, ECG monitor, 
anaesthesia and breathing apparatus, mobile fluoroscope, 
respirator, sterile cloth, artery forceps, bone nippers, X-ray unit, 
oxymeter,... 

Kitchen (f. 39, p. 90) e.g. refrigerator, salad drawer, wall cupboard, oven, kettle, hand 
mixer, pot, jug, spice rack, sink,... 

Airport (f. 233, pp. 410-411) e.g. runway, baggage terminal, passenger loading bridge, control 
tower, aircraft tractor,... 

Restaurant (f. 266, pp. 460-461) 
(Other resembling and related 
frames include café, hotel, 
discotheque, nightclub72) 

e.g. bar, beer glass, stack of plates, waitress, tray, meal of the day, 
wine list, cutlery chest, vegetarian meal, hot meal, dining area, 
table,... 

Church I-III (f. 330-332, pp. 
576-581) 

e.g. altar carpet, chalice, crucifix, stained glass, preacher, hymn 
book, altar, priest, tabernacle, offertory box, offering, memorial 
chapel, vicarage, grave, cross, urn, mourners, coffin, nuns, 
cloister, monk, bride, bridesmaid, Ave Maria, ...  

Table 6.2. Examples of frame-specific words in the Oxford-Duden. 
 

Some types of frame components are taken into account in traditional lexical 

descriptions, e.g. under meronymy, as in (6.6) from WordNet: 
(6.6a) Room: ceiling, floor, room light, wall 
(b) Home: bathroom, bath, bedroom, sleeping room, chamber, bedchamber, den, dining 
room, dressing room, family room, kitchen, living room, sitting room, parlour, front room. 
(c) Theater/Theatre: box office, ticket office, ticket booth, circle, dress circle, dressing room, 
greenroom, orchestra, pit, orchestra pit, parquet, parterre, stage, standing room, tiered seats 
 
Typically, lexicon is either a list of words in an alphabetical order (traditional 

dictionaries) or described as an autonomous unit, as in the Thesaurus73 and WordNet, 

which both describe lexical relations and the internal structure of the lexicon as a unit. 

Thus, the focus is on the lexical information and the encyclopedic knowledge attached 

to words is mainly excluded as practical knowledge, in line with Miller (1979) 

discussed earlier. For example, meronymic relations (cf. 6.6 above) are considered as 

lexical knowledge which is why they are included into WordNet, but the rest of the 

knowledge needed for frame maintenance, cohesion and coherence in a text is mainly 

absent. As I have mentioned, frame triggers play a vital role in the setting since they 

can be used for evoking textual meaning, and for this reason this function should be 

added to approaches like WordNet or Thesaurus.  
                                                            
72 Discotheque and Nightclub are classified under Entertainment, Culture, and Art in the Oxford-
Duden. 
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Some part of practical knowledge is crucially involved in locating a story 

spatio-temporally. If a frame trigger is associated with a specific domain or a set of 

options only, this delimits the options for interpretation. Tram is a good example. Not 

only is it an urban means of transportation, it is associated with specific cities or parts 

of cities only (like Blackpool, Croydon/South London, Manchester, Birmingham, 

Wolverhampton and Sheffield in Great Britain)74 or to a specific time (e.g. there were 

trams in Dublin over a century ago and the tram system is now being rebuilt, but there 

was no tram system in the city for several decades in the 20th century). Even though 

there are differences in the extent to which people actually know which cities have 

trams or other specific, widely known landmarks (e.g. the Statue of Liberty, Eiffel 

Tower), this type of knowledge is often widely shared and can be used as a basis of 

common ground. While the number of additional trigger words increases in a co-text, 

the number of potential options for the frame decreases. If the reader fails to recognize 

a trigger, the association would still be built in relation to the rest of the triggers. The 

point is in providing enough textual material which the reader can use as the basis for 

a representation which is needed for establishing the illusion a particular narrative is 

about. Some researchers, like Johnson-Laird (1983) when discussing the meaning of 

sentences and Emmott (1999) in relation to narratives, make strong claims that this is 

not just a discourse strategy, it is the way the mind functions: 
“... in stretches of narrative set in a single temporal-spatial framework, the reader needs to 
construct cognitively the relevant context around the information conveyed by each individual 
sentence. So although each sentence only refers to a fragment of the context, the mind creates a 
contextual gestalt rather than interpreting each sentence in isolation.” (Emmott 1999: 7.) 
 

Thus, creating a setting is not only based on naming the frame or selecting the 

right alternative in accordance with the textual guidelines and encyclopedic 

knowledge, as e.g. Enkvist (1989b: 184)75 suggests, but this combination of textual 

and encyclopedic knowledge can be used as a basis of a new, textually created 

representation the reader is only partly familiar with. Thus, creating a setting is based 

                                                                                                                                                                          
73 In addition to the lexical relations such as synonyms and antonyms, the core categories and 
classifications used in Thesaurus contain information on lexical fields and various types of 
sublexicons. 
74 See e.g. http://www.infotransport.co.uk/trams/ 
75 According to Enkvist (1989b: 184), while processing the text “we eliminate alternatives with the aid 
of specifications given in, and suggested by, the text; we relate these specifications to what we know 
about the universe, and provide the text with a specific, constrained world in which the specified states 
of affairs obtain. If the receptor’s text world is adequately isomorphic with that of the text producer 
with respect to those specified or inferrable features that are relevant in that particular instance, the 
communication is a success.”  
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on a more complex textual modification of knowledge. Narrative fiction differs from 

other texts in that it tends to create illusions of reality rather than referring to the 

existing world explicitly, and the descriptions in these texts function in relation to 

encyclopedic knowledge, thus creating a textual representation based on what we 

know otherwise.  

In some recent approaches like Mey (2000), the reader is seen as “an active 

part of the context; and the context presupposes a reader in order to be a true context” 

(id.: 37). Readers “do not just get their cues from the context”, but “actively construct 

them into the pattern of what they are reading. Their expectations construct the 

following context in a special way” creating “that context along with the author” (id.: 

38-39). Thus, for a frame trigger to function, people need to share the associations and 

the various additional interpretations the word or a phrase may have and the 

knowledge where the exceptional meanings are potential or possible. This knowledge, 

like language in general, is learned as a part of the general socialization and 

culturalisation process. New words are learned in the cultural and social context where 

they belong to, together with additional and potential meanings the surrounding 

society associates with them. One part of narrative fiction as a discourse is that the 

author, as a member of socio-cultural networks, is aware of his/her sharedness with 

the target audience and thus knows how much to explain in the creation of the textual 

representation imitating the world, and how much can be derived from the text in 

relation to other things the reader is supposed to know.  

The setting has a vital part in creating a sense of authenticity to the fictional 

creation. One of the most important parts of this is information of the surroundings as 

well as the action, episodes and what it all is like if it were sensed. The world 

presented in narrative fiction is about an imitation of consciousness. For this reason, it 

does not function properly without some knowledge of the spatio-temporal location, 

the people connected to the textually created self and the knowledge of what is going 

on, as Chafe (1994: 30, 135) points out. This information is used for creating a model 

around the imaginary “self” established by the text, and authors (like speakers) are 

guided by assumptions about the minds of their readers (or listeners) (Chafe 1994: 

122). Thus, the illusion of consciousness cannot be built without the reader’s own 

personal experience,  the “experiencer’s self-centered model of the surrounding 

world” (id.: 39). 
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6.2. Frame Types and Frame Triggers in the Text Corpus  

 
6.2.1. Spatial Frames and Frame Triggers 

 
Frames used in the settings can be roughly classified into five groups: outdoors 

frames (one third of the settings), indoors frames (one third of the settings), dual 

frames (a combination of attached frames, no motion between them), dynamic 

frames (with motion from one frame to another), and neutral frames (with no 

specific frame). The distribution of these five frame types is presented in Table 6.3:  

Outdoors Indoors Dual Dynamic Neutral, no attached frame Total 
49 50 21 6 24 150 
Table 6.3. Distribution of frame types 

 
As Table 6.3 illustrates, the distribution of text-initial indoors and outdoors 

frames is even. As Table 6.4 shows, there were 49 settings located outdoors in the 

corpus, both as socio-cultural (33) (manufactured living environment) and as (nature-

related) geographical (14; 6 of which forest type) locations. In the category outdoors, 

culturally defined frames were more common than geographical. Typical examples are 

streets (7), dwelling areas (6 villages, towns, etc.) or gardens, yards, etc. (6), as 

illustrated in Table 6.4 (see Appendix VII for details). Some texts combine properties 

of both. For example, Darnton’s (1996) Neanderthal (see Table 4.16) is set on a 

mountain (geographical) camp (cultural). 

Frame  Total (49) 
Cultural: street, road, pavement, barricade etc.; garden, yard, lawn; camp, town, city or 
village; boat+canal, seaport, space station; cult, conv.: races, show, ceremony; country(side);  
castle ruins, astrolab, quarry, terrace. 

33 

Geographical: forest, wood, jungle; canyon, valley; field; hills; desert, ground 14 
Both (beach) 2 
Table 6.4. Cultural and geographical frames in settings 

 
In the construction of the outdoors frames, both cultural and geographical 

knowledge is evoked by a variety of conventional frame triggers. Therefore, the 

classification does not consist of as pure prototypes as picture dictionaries do. Rather, 

there is a rich variety of different types of frames used for settings in the corpus (see 

Table 6.5), and as such they do not match with the Oxford-Duden domains. However, 

the classification used for the spatial lexicon which I presented in Chapter 5 (cf. Table 

5.21) roughly corresponds with the main classifications of spatial frames found in the 

text corpus. Additionally, the written narrative fiction tends to focus on certain types 
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of genre-specific frames, so that only a fraction of the potential options named in the 

lexicon are actually actively used (see Table 6.5 and Examples 6.7-6.8.). Both the 

lexicon and the frames can be classified as geographical and socio-cultural, based on 

the aspects of the world emphasized. Both consist of a system of meronymic local 

components which are parts of more global holonymic components. The main 

difference is that the lexicon names these frames explicitly, while in written narrative 

fiction the frames themselves are often established through knowledge of various 

types of things prototypically associated with the frame. Thus, textual representations 

of frames may consist of other than pure types and texts may have more frames than 

explicit names for them. 
Global Urban e.g. city, village, town 
 Rural e.g. countryside, the wild west, moors, fields, swamp, sea, 

islands, mountains, forest, quarry 
Local Outdoors e.g. road, street, beach, horse races, execution, tourist party, 

theatre entrance 
 Functional target or  

institution, functionally 
specified combination of 
indoors and outdoors  

e.g. monastery, religious school 

More local 
frames 

Home / personal 
surroundings 

e.g. home, indoors gardens and nearby surroundings, by the 
home window, breakfast table 

 Other local frames e.g. museum basement, court room, hospital room, milkbar, 
hotel room, office, customs 

DUAL 
FRAME 

 e.g. train 

Table 6.5. A simple classification of spatial frames based on the text corpus. 
 
The interesting point here is the limited variation of frames and the relatively 

conventionalized frame triggers used for establishing the setting. Just like the spatial 

lexicon (cf. Section 5.3), the corresponding frames can be classified according to two 

main criteria as (a) indoors and outdoors frames or as (b) cultural and geographical 

frames.  

The main difference between cultural and geographical outdoors frames is 

in the nature of information provided by the text. The cultural outdoors frames are 

triggered by socio-cultural artefacts, conventions and actions as (6.7a-d) illustrates, 

while the triggers used for geographical frames rely on natural objects, plants and 

other details of the physical environment (6.8). However, even though the triggers are 

relatively conventionalized, there is some variation in the actual trigger or a set of 

triggers selected for a specific text  (6.8a-c). 

(6.7) Examples of cultural outdoors frames and socio-culturally oriented 
frame triggers: 
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(a) Tourist attraction: Fire pit, ship, the hula dancers, kanaka friend, the luau (Heinlein 1984) 
(b) Horse race: Jockeys, weighing room, parade ring, horses, phrases: “put all you’ve got on 
my horse to win. Number eight.” (Francis 1985) 
(c) Quarry: The limestone cliff, dominant oblong foreground structure, lateral storeyed 
platforms, all coral-pink in evening sunlight, projected towards the higher ground on misty 
mornings, a fading mirage of Babylonian terraces suspended in haze above the mere (Powell 
1975) 
 (d) Terrace: the southeasterly breeze from the ocean, long beach chair, the rough coquina 
paving of the terrace, tea (Rawlings 1940)76 
 
(6.8) Examples of geographical outdoors frames and physically oriented 
frame triggers: 
 
(a) Forest 1: Thorn bush, chestnut curls, displayed roots of the beeches, puddle of water lay 
across the trail, they could hear the river, “The beeches opened, the bush went away and they 
were in the little patch of flat mud where the log was”, the onyx marsh water, the river, “The 
trail along by the river began again on the other side on ground that rose until it was lost in the 
trees” (Golding 1955) 
(b) Forest 2: the axe, maul, wedges, the billy and clean tucker-bags, the cross-cut saw, “the 
saw rasped through a few inches, then he stopped and looked at the sun”, “she drew out the 
saw, spat on her hands, and with the axe began weakening the inclining side of the tree”. 
(Baynton 1976) 
(c) Forest 3: low-swinging branch in a near-by tree, lolling upon the swaying bough of the 
jungle-forest giant, brilliant equatorial sunlight, the leafy canopy of green. (Burroughs 1919) 
(d) Desert oasis: The great Sahara Desert, a goat-skin tent, a clump of date palms, an Arab 
douar of some eight or ten tents (Burroughs 1914) 
(e) Beach: Rusty grasses, sea-weedish plants, Lake Corangamite, “The clean wind came 
across the water and fluttered the material against their legs”, “the birds lifted with startled 
cries and banked against the wind”. (Marshall 1976) 
 
Settings located indoors (50 texts) are socio-culturally defined.77 Typical 

indoors examples are rooms in houses (23 texts of the home type) or culturally defined 

functional areas, such as hospitals (6 texts), inns, pubs, restaurants, etc. (7 texts), 

monasteries, cloisters, etc. (3 texts) and court rooms (2 texts). (See Appendixes IV & 

VII for details.) 

                                                            
76 In some cases, the frame is also explicitly named. For example in (6.7d) the word terrace also occurs 
in the text. This is also the case with examples (6.8c, with tropical forest), (6.8d, with tiny oasis) and 
(6.10c, court). 
77 A cave, a crevasse and other geographical inside locations are actually outdoors, unless inhabited, 
when it could be considered as an exceptional home, a marginal instance of an indoors location, even 
when there is no literal door separating it from the world outside. 
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Frame Home, 

Room 
etc, 

Inn, 
Pub, 
Hotel 
etc. 

Hospital Cloister, 
Monastery 

Station Court Office Other Total 

Number 23 7 6 3 3 2 2 4 50 
Table 6.6. Distribution of indoors frames78 
 

The most common type of indoors frames are very local and familiar, namely 

home and its various rooms, and they are triggered by conventional everyday artifacts 

and actions associated with the room, as (6.9) illustrates:  
(6.9a) Kitchen: Breakfast, egg-spoon (Hope 1894); Sorting clothes, breakfast, eggs, toast, 
juice (Phillips 1979); Knocking on the front door, the heat of the stove, “She wanted her 
husband home, quietness over the special dinner she was cooking, more than anything else 
confirmation of the fabulous telegram she’d received just after noon” (Morrison 1976). 
 (b) Bedroom: Child sleeping, drew curtains, child’s bed (Maugham 1915)  
(c) Other rooms: In this chair, in this study, my lamp, to reach the bell, my two servants, my 
housekeeper, The little scullery-maid is asleep on a bench (Eliot 1859); Stack of books, she 
was alone in the house, Her house was not old, but occasionally it creaked at night, the hall 
light, the dog was asleep under the bed in the guest room, a peculiar smell in the basement. 
(Spencer 1966) 

 
In addition to home, various types of other socio-cultural, functionally 

specified indoors frames are used in narrative fiction. These can be evoked by 

professional roles, activities and frame-specific tools or other artefacts, as (6.10) 

illustrates. These markers are a bit more general, including clearly marked 

professional roles, prototypical artefacts and actions associated with the surroundings. 
(6.10a) Restaurant, Cafeteria: Stack of trays, started it sliding along the rail, racks of food, 
the seated men, the automatic phonograph was playing from one corner, He lifted a plate with 
a roll and butter and put it on the tray, fruit salad, the girl behind the counter, He looked again 
out over the tables, He thought later she will be dancing, a table near the rail, lounges and 
chairs, someone was playing the piano. (Cowan 1976)  
(b) Train station: At this kiosk at Tokyo Station, my subway line, the platform, clutching in 
train stations, Shinkansen (“Hair Nudes”, Lazarus 1995) 
(c) Court: The judge, bench, prisoner, the jury; Member of the Jury (Sayers 1930); To jail, 
the judge, case, social-worker, crime-breeding squalor and vice of the slums (Schlunke 1976) 
(d) Cloister, Monastery: Stool, abbot’s bare, wood-scented parlour, herb garden, abbey’s 
resources, beds in his hospice, stone hall; Titles: Brother, Abbot (Peters 1982, 1983) 
(e) Hospital: pain in his liver, jaundice, pain, doctors; pills; Nurse Duckett (Heller 1955); 
Conferences with doctors, special tests, specialists, Blue Cross, Major Medical coverage, Dr. 
Litchfield; phrases: “his wife was going to die” (King 1994); Visiting hour, the hospital 

                                                            
78 Authors using indoors frames: Geographical Cave (Burroughs); Cultural Cafeteria, Restaurant 
(Cowan, Burgess), Home / local rooms, garden etc. (Joyce, Morrison, Hope, Natsuki, Sayers, Christie, 
Doyle, Groom, Francis, Doctorow), Hotel (Forster), Court room (Sayers), Hospital (Dorris, Heller, 
Tey), School (Holt), Office (Marsh), Theatre (Norris), Monastery (Peters), Station (Lazarus). These 
frames that were present in the corpus represent only a part of the range of potential. These, however, 
are all relatively common. 
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table79 (Dorris 1994); bed, ceiling, Nurse Ingram (Tey 1951); Patients, operating theatre, 
bandage, Night-Nurse, “The nurse brought a pot of tea and a glass of strong salts on a tray”, 
“he would be sliced open”, “under the anesthetic”, the local doc, the eminent surgeon, “An 
asthmatic in the room overhead was coughing his heart up” (Beckett 1970) 
 
Some of these frames are associated with particular genres, as somewhat 

natural ingredients. For example, crime stories are thematically associated with frames 

like courts, police stations, and crime scenes80 while e.g. westerns are associated with 

the outdoors environment. There is also some variation within a genre. For example, 

Christie’s (e.g. 1971) Miss Marple or Doyle’s (e.g. 1902) Sherlock Holmes rarely 

spend time in courts or police stations, and in the Cadfael Chronicles, a series of crime 

stories by Peters (1982, 1983) the 12th century religious surroundings of the 

monasteries etc. is the “standard” setting of the crimes to be solved. Thus, often the 

thematic environment and e.g. the social role of the main characters matter more than 

the prototypical surroundings of a genre. (Cf. Table 6.15.)  

There were 21 settings with the dual frame, i.e. where two or more separate 

frames are connected together. In these texts, there was either some vehicle in the 

setting, where the view outside is described (15 texts: 7 cars, 5 trains, 2 ships, 1 

carriage), or there was a window which was used for connecting the more global 

frame, i.e. view outdoors and a room (6 texts). (See Table 6.7; Appendixes IV & VII.)  

Frame Window Transport. 
(All) 

Car Train Ship Carriag
e 

Total 

Number 6 15 7 5 2 1 21 
Table 6.7. Distribution of dual frame types 

 
Examples of complex, interacting spatial dual frames and the triggers (see 

words marked with a bold font) used for establishing the frame are presented in Table 

6.8: 

                                                            
79 The word hospital does not directly name the frame here but is used as an attribute, specifying the 
type of a table. At the same time through the type and the function it is also connected with the frame 
of a hospital. A contrastive example would be Dresden China, which would refer to a type of 
porcelain, of a specific origin and would not have to be connected with the frame itself. (Cf. discussion 
in Section 6.4. 
80 Some crime story series are also set in a very specific location. For example, most Brunetti novels by 
Donna Leon are set in Venice, and the description of various aspects of Venice is a key property of 
these stories. 
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Frame type Relevant trigger fragments  
“She went away to her room alone”, “there stood, facing the open 
window, a comfortable, roomy armchair. Into this she sank, pressed 
down by a physical exhaustion that haunted her body and seemed to 
reach into her soul.”, “She could see in the open square before her 
house the tops of trees that were all aquiver with the new spring life. 
The delicious breath of rain was in the air. In the street below a 
peddler was…” (Chopin 1894) 

(A) Static // window + 
observation / 
description of the view 
outside 

“Only a few lights were visible from the picture window where 
Mrs. Jessup stood having her Happy Hour.” (Zelver 1976) 

IN: Train 
OUT: 
Roqueville 

blue light, pillow, escaping steam, door in a distant carriage, double 
sleeper, luggage (Marsh 1954) 

IN: Train 
OUT: French 
countryside 

the southbound train from Paris, slowcoach of a train, glowworm, the 
lighted third-class compartment at the rear of the train. (Durrell 
1975) 

IN: Train 
OUT: English 
countryside 

in a first-class railway carriage, English country, stopping at every 
station (“A View...”, James 1992) 

IN: Car 
OUT: Town 

She drives her big Riviera …. flipping it around corners and curves 
of the town (Smith 1981) 

IN: Car 
OUT: Valley 

Valley, little houses, “The new Ford van rolled along the thruway as 
Jake Marsh pointed with one long brown finger out the window…” 
(Bruchac 1991) 

(B) 
Dynamic 
motion with 
a view // 
means of 
transportat
ion 

IN: Car 
OUT: Near the 
university 
campus  

“She pulled the car over the curb and gave herself up to the blurring 
tears…”, a distant intersection, deserted streets near the university 
campus, the shadows of the giant sycamores along the sidewalk 
(Packer 1980) 

Table 6.8. Dual frame triggers 
 
In dynamic settings (6 settings in the corpus) the protagonist moves from one 

frame to another within a relatively limited textual co-text. Either there is motion 

within a global frame (e.g. from one room to another), or from indoors to outdoors 

(e.g. The Loneliness of the Long-Distance Runner, Sillitoe 1959; Death at the 

Dolphin, Marsh 1967) or the other way around (e.g. The Edge, Francis 1988). 

Neutral texts (see Appendix XI), which have no clear attached frame (24 

settings), may contain explicit spatial information, but the setting is not attached to it 

and it is not a part of the point of view in relation to the present surroundings 

described. These settings provide background information (e.g. locations of the 

character’s past), or provide a list of biographical landmarks. In some texts, there is 

global spatial information, but it is too general to function as a proper frame (like, 

Great Britain, Mars or California). Thus, the current location is established later. In 

some cases, neutral settings focus on characters or the mental state of the protagonist, 

and for this reason no text-initial spatio-temporal frame is needed at this point of the 

text.  
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Thus, spatial location can be established explicitly or implicitly, and the 

explicit spatial information is not always used for creating the spatial setting. I will 

return to this theme in Section 6.4. 

 
6.2.2. Temporal Frames and Frame Triggers 

 
As for temporal frames, texts often contain properties of local and global temporal 

cyclicity, which is further combined with biographical and historical details. A good 

example is the beginning of Irving’s (1973) The 158-Pound Marriage, which focuses 

on the character’s childhood in the Second World War Austria (as discussed in 

Chapter 3). In a text like this, different layers of the continuum from subjective to 

intersubjective (cf. examples in Table 6.9) are often combined for a temporally global 

whole. 

1. Personal 2. Personal instances 
of intersubjective 
conventions and rites 
of passage 

3. Intersubjective, cognitive, cultural and environmental 
(physical) changes 

Childhood; 
Personal 
turning points 
in life; 
divorce, 
death, etc. 

Funeral, Wedding Time of the day & associated cultural conventions (meals 
etc.): Night, Morning, Afternoon, Evening; Calendrical 
season, date, month, day etc.:  Autumn/Fall, Winter, 
Summer, Spring; Cultural celebrations; Christmas, Easter, 
etc; Historically specific decades; War, Catastrophy, etc. 

Table 6.9. Examples of temporal frames (cf. Appendix VII.) 
 

The local (e.g. time of the day) and global (seasonal) temporal cyclicity is 

anchored through relatively conventional frame triggers. For global temporal frames 

like seasons, the emphasis in triggers seems to be on seasonal changes of the physical 

environment, as (6.11-6.14) illustrates: 

(6.11) Spring: 
References to the melting snow: the spring snow, the slushy cobblestone streets (Malamud 
1966) 

 
As (6.11) shows, the dominating spring-related triggers in the corpus mark 

changes in the physical surroundings, even though it would also be possible to use 

socio-cultural knowledge for example of the approaching end of an academic term 

with the exams. These, however, would have to be associated with a matching 

domain.  

There are several ways for triggering summer (6.12) and autumn (6.13). They 

can be triggered e.g. by changes in the physical environment (6.12a, 6.13a-b) or by 

various seasonal socio-cultural conventions (6.12b, 6.13c).  
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(6.12) Summer: 
(a) References to warmth and sunlight: “On some nights New York is as hot as Bangkok.” 
(Bellow 1947), “The wind, even at sixty miles an hour, is warm and humid.” (Pirsig 1974), 
“the brilliant June sunlight” (Packer 1980) 
(b) Summer-related cultural conventions: “The implements of the little feast [afternoon tea] 
had been disposed upon the lawn of an old English country-house, in what I should call the 
perfect middle of a splendid summer afternoon” (James 1881), “on the first day of a holiday, 
that is to be a fairly long”, “his leisurely progress on a sunny afternoon in the latter half of 
June”, “He was a man of academic pursuits, and his term was just over.” (“A View From a 
Hill”, James 1992) 

 
(6.13) Autumn (Fall): 

(a) References to seasonal changes like falling leaves, migrating birds: “One night there 
flew over the city a little swallow. His friends had gone away to Egypt six weeks before.” 
(Wilde 1888), “the leaves fell early that year” (Hemingway 1929), “the first leaves of autumn 
were falling”, “bearing the threat of early frost” (“The Road...” Clarke 1950) 
(b) References to coldness, humidity, etc.: “bodies shivering in the cold near-drizzle of an 
early october.” (Francis 1988), the October breeze (King 1992) 
(c) Autumn-related cultural conventions, like hunting (Hemingway 1950, Pirsig 1974) 

 
Based on the corpus, winter-related triggers (6.14) tend to be physically 

oriented (with the notable exception of social conventions related to the approaching 

Christmas or a new year). 

(6.14) Winter: 
References to coldness, snow and ice and aurora borealis: “It was all ice, new-frozen 
during the sudden, windless cold of the night” (Hemingway 1950), frosty, frozen fields 
(Sillitoe 1959), “she just observed through the frosted glass of the car window – the month is 
chill February and though it is only noon, the lights of the aurora borealis fill the entire 
southern sky like the long cold fingers of some great metaphor – a number of white men 
slowly hoist from the frozen ground...” (Vidal 1983), “Northern lights were sighted above 
Lake Superior as we danced concentric cicles around the drums at Ashland, each step bringing 
us through the freezing.” (Harjo 1991), cold northern breeze, icy climes, December (Shelley 
1818), “One January day”, “A mist of fine snowflakes”, “The main street was a deeply rutted 
road, now frozen hard”, “The board sidewalks were gray with trampled snow” (Cather 1913), 
“She ran... through all that snow.” (Morrison 1992), “... the snow beneath my feet”, “A frozen 
lake” (Hughes 1962) 
 
Triggers that evoke local temporal frames (6.15-6.19) focus more on the 

socio-cultural conventions and phenomena, and at the same time specify the day or the 

time of the day, (6.15a-c, 6.16c, 6.17a-b, 6.18a, c, 6.19a). Meals especially are often 

used as temporal anchors (6.15b, 6.16d, 6.17a, 6.18a). However, day, evening and 

night can also be triggered by changes in the physical environment (6.16a-b, 6.18b, 

6.19b-c).  



 120

 

(6.15) Morning: 
(a) References to waking up and morning activities: yawned, pillow (Marsh 1954),81 “A 
woman servant came into a room in which a child was sleeping and drew the curtains.” 
(Maugham 1915), “I get up at five o’clock” (Sillitoe 1959), “The night-nurse bounced in on 
the tick of five and turned on the light”, “The nurse brought a pot of tea and a glass of strong 
salts on a tray.” (Beckett 1970) 
(b) Breakfast-related references, ingredients of a breakfast, making of and cleaning after 
breakfast: “Mr. Sherlock Holmes... was seated at the breakfast table.” (Doyle 1902), “At least 
breakfast – a gray pasty substance with a slight hint of sausage – is staying down.” (“Peace”, 
Lazarus 1995), “laying down my egg-spoon” (Hope 1894), “Mr. And Mrs. Anstruther were at 
breakfast in the parlour” (“The Rose Garden”, James 1992), “‘I’ve made you breakfast.’ And 
she had, eggs and toast and juice and flowers on the porch” (Phillips 1979) 
(c) Leaving home for work, school, etc.:  “the boys hurried off to store and school, leaving 
Mrs. Bennet to collect her wits and draw a long breath after the usual morning flurry.”, “the 
room was in a chaotic state, the breakfast table presented the appearance of having been 
devastated by a swarm of locusts” (Alcott 1890) 

 
(6.16) Day: 

(a) References to the sunlight, warmth, sky, etc.: “the brilliant equatorial sunlight” 
(Burroughs 1919), “sunrays fell violently upon the calm sea” (“The End of ...”, Conrad 1900), 
“as she gazed before her over the red plains under blue sky” (Prichard 1976) 
(b) References to the changes in water level: “The flood had made, the wind was nearly 
calm, and being bound down the river, the only thing for it was to come to and wait for the 
turn of the tide.” (“Heart of Darkness”, Conrad 1899) 
(c) References to typical daytime activities: “The other day, I’m walking down the street an 
this man was out workin in his yard.” (Groom 1994), “Five minutes till the end of visiting 
hours” (Dorris 1994) 
(d) Lunch-related references (“A Little Cloud”, Joyce 1914; Naipaul 1975) 
 

(6.17) Afternoon: 
(a) References to dinner, afternoon tea time, etc.: “after-dinner atmosphere” (The Time 
Machine, Wells 1898),. “afternoon tea” (James 1881), “When the short days of winter came 
dusk fell before we had eaten our dinners.” (“Araby”, Joyce 1914) 
(b) Other afternoon-specific phenomena: “Midafternoon falling-down drunks” (Francis 
1988) 
 

(6.18) Evening: 
(a) References to supper: supper, the lighted square of window (“The Sisters”, Joyce 1914), 
“I was heating up left-over beef stew for a fairly boring supper” (Francis 1992) 
(b) References to sunset: “She sat at the window watching the evening invade the avenue.” 
(“Eveline”, Joyce 1914), “The great saucer set among the mountains was already half full of 
shadow, as the tropical sun dropped swiftly to rest...” (Clarke 1982), “as the shades of the 
evening drew on” (Poe 1839), “some little time before sunset” (Orczy 1905) 
(c) Evening-specific cultural activities: “At eight o’clock in the inner  vestibule of the 
Auditorium Theatre by the window of the box office,... were still waiting for the rest of the 
theatre-party to appear.”, “a Chicago evening at the end of February” (Norris 1903) 

 
(6.19) Night: 

(a) References to sleeping: “he went back to sleep (BofE #53) 
(b) References to darkness and artificial light: “a dreamless sleep ... blackness” (Bierce 
1909),82 “within the bright pool of light cast by the standing lamp... the night table (Natsuki 
1976) 

                                                            
81 In Marsh (1954) and Sillitoe (1959) morning is also explicitly mentioned. 
82 Bierce (1909) also includes an explicit reference to one dark night. 
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(c) References to the moon: “brindled moonlight” (Durrell 1975), “the moon was my 
protector” (Edmo 1991), “barely enough moon to see by” (Darnton 1996) 
(d) References to the hour being late: “The hour was late and the night was fair” (“After 
Dark in the ...” James 1992) 

 
As these examples illustrated, global frame triggers mainly deal with changes 

in the physical environment, while local frame triggers tend to be based slightly more 

on socio-cultural activities. Unless otherwise stated, a day functions as the standard 

option. 

The point to be noted is that the temporal frame is not necessarily triggered by 

a prepositional phrase or an adverbial. If there is an explicit reference to the season, it 

can also be an attribute, defining e.g. a property of something described in the text. 

For example, in (6.11) spring is not used as an adverbial but as an adjectival attribute 

to the snow. Thus, the traditional focus on adverbials or prepositional phrases as 

expressions of temporal reference (e.g. Virtanen 1992; cf. Pitkänen 1997a) would 

have missed this temporal marker. This is also the case with the brilliant June 

sunlight in (6.12a) and the first leaves of autumn in (6.13a), and One January day in 

(6.14). Also local temporal frames are often established by other than adverbials or 

prepositional phrases, as in watching the evening invade the avenue (6.18b), as the 

shades of the evening drew on (6.18b), a Chicago evening (6.18c), the night table 

(6.19b). (For spatial examples, see 6.37-6.39.) 

These examples clearly show how flexible and at the same time conventional 

frame-related information is. The same frames can be evoked by various lexical 

combinations and through various syntactic positions. With attributes, the attribute is 

potentially connected with the frame, but can also mark e.g. origin (as Dresden 

China), which is not connected with the present frame. The point is in having the 

maximal effect by the minimal amount of linguistic information of the surroundings. 

This makes it possible to focus on characters and action, while at the same time 

creating a sense of sharedness and naturalness to the backgrounded surroundings. 

While narrative fiction shows rather than tells, the best results can be obtained by the 

use of highly conventionalized frame triggers. As I have shown, knowledge of 

physical and socio-cultural information is often evoked by frame sensitive linguistic 

elements scattered around the coherent textual whole. Thus, encyclopedic knowledge 

evoked by the textual information needs to be taken into account in describing how 

the reader interprets textual meaning. 
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6.3. Frame Types and Other Setting Properties  

 
As Table 6.1 illustrated earlier, there is an even distribution between settings located 

indoors (one third) and outdoors (one third). However, these settings have a different 

type of a profile when contrasted with whether the setting is separate or built 

gradually / integrated into the text (see Table 6.10).  

Frame type Setting Type  
 Separate Grad/Integ Sep + Grad/Inte Total 
Indoors 14 28% 28 56% 8 16% 50 100% 
Outdoors (Total) 22 45% 16 33% 11 22% 49 100% 
     Out / Geogr. 7 47% 6 40% 2 13% 15 100% 
     Out / Cultural 15 44% 10 29% 9 26% 34 99% 
Dual 10 48% 9 43% 2 9% 21 100% 
Neutral 9 37.5% 9 37.5% 6 25% 24 100% 
Dynamic - - 6 100% - - 6 100% 
Total 55 37% 68 45% 27 18% 150 100% 
Table 6.10. Frame-setting -type interaction 

 
As Table 6.10 illustrates, 56% of indoors frames are found in settings that are 

established gradually. Dynamic frames are by nature gradual (all 6 examples in the 

corpus), since they are based on a change of the frame. Dual frames can either have a 

separate (48%) or a gradual / integrated setting (43%).   

As Table 6.11 illustrates, when the thematic emphasis is taken into account, 

there is a clear difference in that space-oriented settings typically use outdoors (57%), 

cultural frames (43%) while both action (50%) and character-oriented (38%) settings 

tend to be indoors. 

Frame Thematic Emphasis  
 Space Time Action Character Oth Combin Total 
Indoors 2 7% - 10 50% 14 38% 1 23 38% 50 
Outdoors 16 57% - 5 25% 7 19% 1 20 33% 49 
  Out/Geo 4 14% - 2 10% 2 5% 1 6 10% 15 
  Out/Cult 12 43% - 3 15% 5 14% - 14 23% 34 
Dual 8 29% - - - 2 5% 1 10 17% 21 
Neutral 2 7% 1 2 10% 11 30% 1 7 12% 24 
Dynamic - - - 3 15% 3 8% - - - 6 
Total 28 100% 1 20 100% 37 100% 4 60 100% 150 
Table 6.11. Frames and the thematic emphasis 

 
Tables 6.10 and 6.11 also indicate that the outdoors frames function more in 

relation to socio-cultural than geographical knowledge. As I mentioned earlier (cf. 

Table 5.11, Chapter 5), when the mental, socio-cultural and physical layers are 

considered in relation to the frame types, there is a clear difference in that settings 

focusing on the socio-cultural layer tend to have indoors frames (51%), while the 
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settings focusing on the physical layer more often describe the physical aspects of the 

outdoors (69%) cultural and geographical surroundings. 

These parameters discussed above dealt with text-internal properties. There are 

also some interesting things to be mentioned about connections between the frame 

selected and the text-external properties. The form (novel vs. short story), date of 

publication or the author’s sex do not seem to be relevant factors (see Tables 6.12-

6.14), while genre and the author’s cultural background do seem to correlate with 

specific types of frames (Tables 6.15-6.16): 

 In Out-Geo Out-Cul Dyn. Dual Neutr  Total 
Nov. 26 31% 6 7% 23 27% 4 5% 10 12

% 
15 18% 84 100% 

Short 
Story 

19 38% 7 14% 9 18% 1 2% 10 20
% 

4 8% 50 100% 

Total 45 34% 13 10% 32 24% 5 4% 20 15
% 

19 14% 134 101% 

Table 6.12. Frame types in novels and short stories (other texts excluded.) 
 
The distribution of indoors and outdoors frames is relatively even when novels 

and short stories are contrasted (Table 6.12). In novels, however, there is a stronger 

tendency to focus on the cultural surroundings in outdoors frames. 

 -1849 1850-1899 1900-1949 1950- Total 
In 1 7 32% 11 37% 23 35% 42 
Out / Tot. 3 6 27% 11 37% 22 34% 42 
  Out-Geo 1 1 4% 3 10% 6 9% 11 
  Out-Cult 2 5 23% 8 17% 16 25% 31 
Dynamic - - - - - 4 6% 4 
Dual - 4 18% 3 10% 11 17% 18 
Neutr 3 5 23% 5 17% 5 8% 18 
Total 7 22 100% 30 101% 65 100% 124 
Table 6.13. Frame types in different times of publication83 

 
As Table 6.13 illustrates, there are no dramatic diachronic changes: the relation 

between the indoors and outdoors frames has remained roughly the same. There are 

some minor differences, though. For example, all four dynamic frames where the 

protagonist moves from one frame to another were in texts published after 1950. The 

number of these dynamic settings, however, is far too small for any strong claims.  

Male and female authors use relatively evenly indoors and outdoors frames, as 

Table 6.14 illustrates. With the outdoors frames, female authors, however, do have a 

                                                            
83 In some texts (the BofE material) the date of publication is not known. This material is not included 
in the table. 
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stronger emphasis on cultural than geographical properties than male authors, which 

especially in older texts reflects the stereotypical socio-cultural gender roles.84 

 Male Female Total 
In 31 32% 14 38% 45 
Out-Geo 11 11% 2 5% 13 
Out-Cult 22 23% 10 27% 32 
Dynamic 3 3% 2 5% 5 
Dual 13 13% 6 16% 19 
Neutr 17 18% 3 8% 20 
Total 97 100% 37 99% 134 
Table 6.14. Frame types and the author’s sex 

 
The frame types correlate with the genre and the socio-cultural background of 

the author, as Tables 6.15-6.16 show. 

 In Out-Geo Out-Cult Dyn. Dual Neutr Total 
Adv. 3 19% 3 19% 4 25% - - 1 6% 5 31% 16 100% 
Biogr. 1 7% - - 5 36% - - 2 14% 6 43% 14 100% 
Crime 8 57% - - 1 7% 2 14% 2 14% 1 7% 14 99% 
SciFi, 
Horr. 

8 32% 6 24% 7 28% - - 3 12% 1 4% 25 100% 

Love 2 - 1 - - 2 5 
Total 22 9 18 2 8 15 74 
Table 6.15. Frame types and genre 

 

Even though the figures in Table 6.15 are small, they indicate that different 

genres tend to have a slightly different emphasis on the frame profiles. When outdoors 

geographical and cultural frames are combined, nearly half of the adventures (44%), 

science fiction and horror stories (52%) rely on outdoors frames while more than half 

of the settings in crime stories in the corpus were located indoors. Biographical 

settings are mainly neutral (43%), and those set outdoors differ from the other 

outdoors-oriented settings in that the focus is on cultural (36%) rather than 

geographical aspects of the environment.  

Another interesting discovery is the influence of the author’s cultural 

background. The British (and the few Irish) authors in the corpus seem to prefer 

indoors frames while the American authors use outdoors frames more. Naturally, there 

are some clearly city-oriented American authors like Saul Bellow and Bret Easton 

Ellis as well. The use of dual frames is also slightly more common in American than 

British texts (see Table 6.16).  

                                                            
84 As Virginia Woolf (1990: 35; orig. 1929) notes, as late as “in the nineteenth century, a woman lived 
almost solely in her home and her emotions. And those nineteenth century novels … were profoundly 
influenced by the fact that the women who wrote then were excluded by their sex from certain kinds of 
experience.” Basically, this social role can be seen in the settings written by pre-20th century women 
authors as well.   
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 In Out-Geo Out-Cul Dynamic Dual Neutr  Total 
Brit. 21 42% 5 10% 9 18% 4 8% 4 8% 7 14% 50 100% 
Am. 16 26% 6 10% 19 31% 1 2% 11 18% 8 13% 61 100% 
Aust. 3 2 1 - - 1 7 
Irish 4 - 3 - 2 2 11 
Tot. 44 13 32 5 17 18 129 
Table 6.16. Cultural differences in frame types (BofE excluded; American includes Native American) 

 
When these individually contrasted frame properties are combined together as 

parameter clusters, some profiles for the prototypical parameter interaction emerge.  

The setting with an indoors frame would prototypically occur in a 

gradual/integrated, character or action-oriented setting of a crime story, describing the 

socio-cultural layer. It would be a short story written by a British, female author, 

published early 20th century. A perfect example is Christie’s (1971) Nemesis, which I 

already discussed in Chapter 4 (Example 4.3.).  

The prototypical outdoors frame would be in a separate setting of a space-

oriented text focusing on the physical layer. The outdoors frames are slightly different 

depending on whether they depict geographical or cultural surroundings. Cultural 

outdoors frames would prototypically be used in biographical and space-oriented, 

separate settings of novels written by an American, female author. Examples relatively 

close to this are Cather’s (1913) Calamity Jane, Woolf’s (1915) The Voyage Out, and 

Shelley’s (1818) Frankenstein (Example 4.2). Geographical outdoors frames would 

typically be used in a space-oriented, separate setting of a science fiction of horror 

short story by a male author. Good examples are Poe’ (1839) The Fall of the House of 

Usher (Example 4.6) and Clarke’s (1950) “The Road to the Sea” (Example 4.9). 

The prototypical dual frame can be found in a separate, space-oriented setting 

of a short story by an American, female author. This dual frame is based on either a 

view through a window (e.g. “The Little Pub” by Zelver, 1976) or driving a vehicle 

(e.g. “All the Days of Our Lives” by Smith, 1981). (Cf. Example 3 by Joyce for a 

window; Example 5.43 by Durrell 1975 for a train) 

The prototypical dynamic frame (from indoors to outdoors or the other way 

around) would prototypically be used in action-oriented, gradually built settings of 

crime stories, novels by British, female authors and published after 1950. The 

prototypical neutral frame could be found in a character-oriented, biographical novel 

by a male author, published during the second half of the 19th century. 
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6.4. Some Exceptional Setting Types 

 
In simple cases, the setting is presented text-initially and the spatio-temporal frame is 

either named explicitly or provided implicitly through frame triggers. However, not all 

settings are like this. There were seven main types of exceptional settings: 
1. Postponed setting. 
2. Several currently active, interlinked frames. 
3. Analogical, contrasted or metaphorically connected frames 
4. The trigger is a part of another, textually embedded frame outside the active setting. 
5. The frame trigger is used for a character description, possession or origin. 
6. Ambiguous frame trigger. 
7. No matching frame or a modified frame. 

 
In the following, I shall discuss each type separately, providing examples and 

solutions for how the actual frame of the setting is established in each case. Based on 

the following examples, it is clear that the explicit spatial or temporal information 

provided in the text is not necessarily a part of the current setting. All these types 

emphasize the role of structure, cotext, context, encyclopedic knowledge and the 

overall coherence. 

In the first type, the actual setting is postponed. There is typically an 

prologue or other textual material preceding the actual frame used for the setting, as in 

Joyce’s (1976d/1916) A Portrait of the Artist as a Young Man:  
(6.20) “ONCE upon a time and a very good time it was there was a moocow coming down 
along the road and this moocow that was coming down along the road met a nicens little boy 
named baby tuckoo... 
His father told him that story: his father looked at him through a glass: he had a hairy face. 
He was baby tuckoo. The moocow came down the road where Betty Byrne lived: she sold 
lemon platt.” (Joyce 1976d: 245 / 1916.) 

 
In (6.21), the fairy tale is used for evoking associations to the protagonist’s 

childhood. Both the point of view and the world of a child is built through the fairy 

tale and the father who used to tell this story.  

Having a prologue or a short description of an event preceding the actual 

setting is relatively common in texts where the main text aims at resolving a mystery, 

e.g. in detective stories, or there is some earlier event that actually  sets the chain of 

events into motion (as in Darnton’s 1996 Neanderthal; cf. Table 4.16). This strategy 

was also used in the 19th century to provide authenticity for the narrator and tie 

him/her to the actual author, as in Doyle’s (1913) The Poison Belt: 
(6.21a) “When, some years ago, I chronicled in the Daily Gazette our epoch-making journey 
in South America, I little thought that it should ever fall to my lot to tell an even stranger 
personal experience, one which is unique in all human annals and must stand out in the 
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records of history as a great peak among the humble foothills which surround it. The event 
itself will always be marvellous, but the circumstances that we four were together at the time 
of this extra ordinary episode came about in a most natural and, indeed, inevitable fashion. I 
will explain the events which led up to it as shortly and as clearly as I can, though I am well 
aware that the fuller the detail upon such a subject the more welcome it will be to the reader, 
for the public curiosity has been and still is insatiable.” (Doyle 1913.) 

 
The first paragraph in (6.21a) provides background for the story and ties the 

author and the narrator together, thus providing a sense of authenticity. The second 

paragraph (6.21b) is the actual beginning of the story and it thus marks the first 

paragraph as being outside the actual story – even though these two are linked 

together through cohesion (of my paper and Daily Gazette). The temporality in the 

first paragraph is not specified, except for the granularity, some years ago, but the 

time is stated very explicitly at the beginning of the actual story: 
(6.21b) “It was upon Friday, the twenty-seventh of August - a date forever memorable in the 
history of the world - that I went down to the office of my paper and asked for three days' 
leave of absence from Mr. McArdle, who still presided over our news department. The good 
old Scotchman shook his head, scratched his dwindling fringe of ruddy finff, and finally put 
his reluctance into words.” (Ibid.) 

  
In (6.21) the current frame here is not South America, nor does the reference to the 

Scotchman trigger Scottish frame here either. Rather, the office of the news 

department of the Daily Gazette at that particular time functions as the actual current 

frame. 

In a closely related sub-type, there are several connected frames used for 

backgrounding the forthcoming setting, as in Joyce’s (1914) “An Encounter” (6.22), 

where several locations are used for backgrounding the story before the actual frame 

is established: 
(6.22a) “It was Joe Dillon who introduced Wild West to us. He had a little library made up of 
old numbers of the Union Jack, Pluck and The Halfpenny Marvel.  Every evening after school 
we met in his back garden and arranged Indian battles.  (Joyce 1976e: 29 / 1914.) 
 
The Wild West does not function as the setting here, but it is connected to it. 

There are clear markers of what the current frame is and what is left outside it, e.g. by 

the use of verbs associated with backgrounded information (like introduce) and by the 

use of habitual temporal anchorings (Every evening after school). The first actual 

location is the back garden, where the children habitually met for playing Indians and 

cowboys, but the text moves a bit later to an instance, in another location. The new 

surroundings is the school, where the children get caught of reading Indian stories 

(connected with the backgrounded garden) important for the afternoon plays: 
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(6.22b) “Though there was nothing wrong in these stories and though their intention was 
sometimes literary they were circulated secretly at school. One day when Father Butler was 
hearing the four pages of Roman History clumsy Leo Dillon was discovered with a copy of 
The Halfpenny Marvel. 

- This page or this page? This page? Now, Dillon, up! Hardly had the day … Go on! 
What day? Hardly had the day dawned … Have you studied it? What have you there in our 
pocket? 

Everyone’s heart palpitated as Leo Dillon handed up the paper and everyone assumed 
an innocent face. Father Butler turned over the pages, frowning. 

- What is this rubbish? he said. The Apace Chief! Is this what you read instead of 
studying your Roman History? Let me not find any more of this wretched stuff in this college.” 
(Id.: 30.) 
 
The actual setting, the religious (and conservative) school frame, is established 

in (6.22b), even though there were several references to locations already in (6.22a). 

This setting is not based on the explicit reference to the school only. There is 

additional information provided by the text later (marked with bold font in 6.22b) and 

the situation is further backgrounded by the whole paragraph where the reading of the 

Roman History is marked with italics. 

All in all, Joyce established a contrast and connections between four important 

frames in the lives of these schoolboys in (6.22): (1) the school, (2) Joe Dillon’s 

library, (3) back garden as the location of the plays after the school, and (4) the 

fictional surroundings aimed at as the imitated content of the play, the Wild West. Joe 

Dillon functions as the cohesive tie connecting the frames together. There are also 

several temporally marked layers encoded by tense and aspect. 

Even preceding the setting, texts can contain metatextual material, which may 

be used for establishing the first actual frame. These include the use of prologues as 

well as time and space sensitive titles. The prologue may e.g. tell about the time before 

or after the main narrative. Sometimes this gives the reader an explanation why the 

story is written in the first place, as in The Year of the Plague (Defoe 1722), and in 

Treasure Island (Stevenson 1883). There can also be various types of quotations in 

the beginning of a book, as in Poe (1983), King (1995), Sayers (1987a), Heinlein 

(1989/1984), Wells (1898b). Typically, the spatio-temporal information in these is 

outside the story itself. 

The second type consists of cases, where there are several currently active, 

interlinked frames, and these are part of the same coherent whole. Typical cases 

include dual frames and frames which include one another, i.e. the local and global 

aspects of the frame are developed side by side. In general, it is natural to build 

compositional frames which consist of both local and global layers. Some texts 
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develop several layers simultaneously, and in some cases these layers are 

interconnected, making the frames dual by nature. For example, in a means of 

transportation, or anywhere when there is a window, two or more frames may be 

connected, thus functioning as dual frames. There are two spatial main types: (1) 

either the frame is in motion with some action inside this frame (e.g. in a train) 

combined with descriptions of the changing surroundings outside the frame (as in. e.g. 

Durrell’s 1975 Monsieur; Example 5.42), or (2) the setting is based on a combination 

of location indoors and observations of the view outdoors through a window (as in 

“Eveline” by Joyce 1914; Example 3). In the case of dual frames, the text takes turns 

in describing indoors and outdoors and often builds both in relation to the protagonist. 

With the analogical temporal example, the current present frame is contrasted with 

embedded descriptions, memories of the past or plans for the future (discussed as dual 

tense earlier). 

In the third type, there are analogical, contrasted or metaphorically 

connected frames. In this type, components of another frame are used for descriptive 

or contrastive purposes, where one location is defined as being like or resembling 

another location. For example, King’s (1995) Insomnia (6.23) contrasts historical 

information with the present situation: 
(6.23) “The worst midsummer heatwave since 1971 rolled over central Maine…” 
 
In (6.23), midsummer and central Maine establish the frame for the setting, 

while 1971 provides additional contrastive information. 

There are several cases where spatio-temporality is used for various types of 

descriptive metaphors, as in the river of prisoners in Clarke’s (1989) “Second Dawn” 

where river is metaphorically used to refer to the long queue of people, which is like a 

river. In descriptive metaphors, the overall textual cohesion and coherence reveals that 

certain references are used e.g. metaphorically, as is the case with some of the 

mentally oriented settings (e.g. a damp, drizzly November in my soul in Moby Dick 

discussed earlier in Example 5.1). Yet, also a larger textual whole can function as a 

metaphor, as in The Daughter of Time (6.24), with the idea of making maps where the 

metaphorically used geographical elements belong. 
(6.24) “GRANT lay on his high white cot and stared at the ceiling. Stared it with loathing. He 
knew by heart every last minute crack on its nice clean surface. He had made maps of the 
ceiling and gone exploring on them; rivers, islands, and continents. He had made guessing 
games of it and discovered hidden objects; faces, birds, and fishes...”  (Tey 1951.) 
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In some cases the frame is established in relation to another frame through 

contrastive comparisons (e.g. Asimov’s 1984 The Robots of Dawn, Example 4.1), or 

in relation to what is observed (e.g. Bruchac’s 1991 “Going Home”). This strategy 

emphasises the idea of social exclusion (convicts, minorities etc. in relation to the 

majority). But there are also various types of comparisons, where one location 

resembles another, named location (6.25). These are easy to detect, since typically 

there is a clear marker like ‘as’, or ‘like’ (bolded), but as (6.26) illustrates, the 

comparison itself can establish the frame: 
(6.25a) The road ... was like the entrance at a circus or a native village. (Hemingway 
1986/1929: 46) 
(b) “On some nights New York is as hot as Bangkok…” (Bellow) 
  
(6.26) It can hardly be a coincidence that no language on Earth has ever produced the 
expression “as pretty as an airport”. (Adams 1989: 1) 

 
The idea in (6.26) is most likely to occur at an airport. Thus the phrase at the same 

time names the current setting.  

Also in Benson’s (1985; Example 6.27) “The Man Who Missed the Bus” the 

analogical description functions as an embedding outside the setting85 and does not 

establish the current location. It just describes a concept provided by the text: 
(6.27) “There was no such thing as an ugly harmless noise. The noise of an express train 
approaching and shrieking through a quiet station; the noise of heavy rain sweeping towards 
one through a forest; the noise of loud concerted laughter at an unheard joke – all benevolent 
noises if translated into concrete terms, were in themselves calamities.”  (Benson 1985: 369.) 

 
A location can be provided as a standard and the location of the story is 

outside this area (as in Asimov 1984, Example 4.1). The negation can also be used for 

emphasizing the current location as a contrast to all other potential locations, as in 

Conrad’s (1984a) “Youth” (Examples 6.28 and 6.2): 
 (6.28) “This could have occurred nowhere but in England...” (Conrad 1984a) 
 

Thus, it must have been in England.  

Components of another frame can be used for creating a foreign, ethnic flavour 

to a restaurant, hotel etc. A good example of this are cases where frame triggers are 

used for describing homely surroundings abroad, as the Italian hotel mainly targeted 

for the British in A Room with a View by E.M. Forster (1908; Example 7.6).  

                                                            
85 The actual setting of “The Man Who Missed the Bus”, Les Trois Moineaux at St. Pierre, is 
established earlier in the text. 
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In the fourth type, the potential trigger belongs to another, embedded 

frame outside the active setting. Typically, these are embedded memories, optional, 

hypothetical situations, times and locations, spatio-temporality of embedded dialogues 

or other texts, and lists of times and locations describing the past preceding the setting. 

Embedded memories (outside the current frame) are often used for 

backgrounding forthcoming personal history, as in Holt’s (1974; in 6.29) On the Night 

of the Seventh Moon: 
(6.29) “I was sent to the Damenstift to be educated when I was fourteen years old and had been 
there for four years. During that time I had been home to England only once, which was when 
my mother had died…” (Holt 1974: 7.) 
 
Due to the use of past perfect, this type of backgrounding is relatively easy to 

detect as being an embedding in the current frame. These biographical landmarks also 

function as anchoring points in the (fictional) life of the protagonist. But they are 

outside the actual story and the current frame, as in (6.30) from The Time Machine by 

Wells (1898a):  
(6.30) “The geometry, for instance, they taught you at school is founded on a misconception.”  
 
Example (6.30) gives a specific, explicit location – but it is not the current 

frame. It is tied to a generic youth. 

Another subtype of a setting external frame consists of various types of 

optional, hypothetical situations, times and locations. For example, destination or 

route options are described before an option is selected, as in Heinlein’s (1982: 4) 

Friday, where the protagonist, for hiding his true travel plan, buys several tickets to 

various destinations at the same time, with sevaral false identities. In Heinlein, 

however, the setting and the current frame is already established at this point. 

Texts often begin with various types of hypothetical situations and 

speculations, which may evoke spatio-temporal information outside the current frame, 

as in Clarke’s (1953) “The Other Tiger”: 
(6.31) “I know it is staggering thought - but so is infinity. The thing that interests me, though, 
is the idea of all those other Earths that aren't exactly the same as this one. The Earths where 
Hitler won the War and the Swastika flies over Buckingham Palace - the Earths where 
Columbus never discovered America - the Earths where the Roman Empire has lasted to this 
day. In fact the Earths where all the great ifs of history had different answers.” (Clarke 1990b: 
89.) 

 
Other than current locations are also often mentioned in embedded dialogues, 

letters etc. A good example can be found in Spinsters in Jeopardy by Marsh (1982):  
(6.32a) “Daddy, who is Mr. Garbel?” 
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“One of Mummy’s admirers. He lives in the Maritime Alps and writes love letters to her.”  
(Marsh 1982: 9 / 1954) 
 

Here, the location is tied to a frame external character. The same strategy is also used 

later for tying frame external locations to this same character: 
(6.32b) “And he tells Mummy how, when he was young and doing chemistry at Cambridge, he 
almost met her great-aunt who was his second cousin, once removed.” (id.: 10-11.) 

 
In the following text, it is actually the dialogue which provides the real frame. 

The temporal frame is established indirectly but can be counted by the dialogue: 
(6.33) “How long is it, Troy, since you first heard from Mr. Garbel?” “About eighteen months. 
He wrote for Christmas. All told I’ve had six letters and five postcards from Mr. Garbel. This 
last arrived this morning. That’s what put him into my head.” (Marsh 1982: 9 / 1954) 

 
Examples like (6.31) and (6.32) illustrate how it is possible to connect several 

layers to a single active frame without losing coherence. 

Lists can also be used for backgrounding the forthcoming story. In these cases, 

the triggers and explicit references to locations do not necessarily establish the current 

frame of the setting. By lists the author can also efficiently achieve a dynamic effect. 

For example, through memberships of different churches, as in Irving’s (1989) Owen 

Meany or through a list of people associated with different locations, as in The Great 

American Novel by Roth (1981/1973). After this list of people who have called the 

narrator Smitty, there is an additional list of locations by which no single frame for the 

setting is established – at this point further emphasizing the nomadic character of the 

protagonist. Here again, the point is the changing social role of the character and the 

various locations potentially attached to these roles rather than the locations 

themselves. 

Yet, a list of spatial landmarks can be used for creating movement within the 

surroundings or providing a glimpse of past events omitted from the actual story while 

actually focusing on the time of narration. Sometimes, rather than having a stative 

setting, the text may begin with a dynamic listing of landmarks (e.g. Golding’s 1955 

The Inheritors; Table 4.16) which emphasize motion. This is typical of the description 

of movement, and tempo is created through the landmarks named.  

There are also repetitive lists used for creating temporal continuity, e.g. 

marching troops in Hemingway (1986/1929). Other options include the idea of 

iterativity and habituality through the use of adverbials and plurals with appropriate, 

matching verbs, as in Joyce’s (1976/1914) “night after night” (in “The Sisters”), 
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“Every evening after school” “every morning” (in “An Encounter”, Example 6.22), 

“was a quiet street except at the hour when” (in “Araby”).  

In the fifth type, the frame trigger is used for a character description, 

possession or origin, in other than the current location. Or, the location is tied to 

characters outside the active frame. For example, in (6.34) the city (where the 

protagonist is) is the current frame, but Egypt (where his friends are) is not, and this 

city is not in Egypt: 
(6.34) “One night there flew over the city a little swallow. His friends had gone away to Egypt 
six weeks before, but he had stayed behind,…” (Wilde 1888.) 
 
In some cases, non-specific spatio-temporality can be used for describing the 

protagonist’s habits and character, as in Melville’s (1851; cf. Example 5.1) Moby 

Dick, where generic locations are used for backgrounding the mental aspects of the 

textually depicted world of the character rather than actual socio-cultural or 

geographical surroundings. They also illustrate the nature of the character and 

emphasize the contrast to the preferred location at sea. 

In cases where the story begins in the middle of the action, a protagonist (Mrs. 

Bennet in Example 6.35) can be partly established in relation to other characters, but 

who are then leaving the setting, as in Alcott’s (1890) “Mrs. Gay’s Prescription”:  
(6.35) “Bang, bang [went] the front door, as Mr. Bennet and the boys hurried off to store and 
school, leaving Mrs. Bennet to collect her wits and draw a long breath after the usual morning 
flurry.” (Alcott 1890.) 
 

Here, like in (6.34) earlier, the reader anchors the active frame to the protagonist – as 

soon as it becomes clear that Mrs. Bennett is the protagonist. In (6.35), frame external 

spatial references (store, school) are all tied to other characters, who gradually become 

frame external. The frame continuity could be developed into three directions, 

depending on whether the forthcoming text is attached to (1) Mr. Bennet, (2) Mrs. 

Bennet or (3) the boys – Mrs. Bennet being the actual focus of the continuity. Mr. 

Bennet and the boys leave the current frame and their destinations are named while 

the protagonist and the setting frame (which is not named explicitly) remains the 

same. The relevant notion, then, is to pay attention to the spatial information attached 

specifically to the protagonist. But the setting frame can also be that of the narrator 

and gradually move to the world of the protagonist, or the time of the episodes 

described (cf. 6.21). Sentences describing other characters and their forthcoming 

spatial transitions do not change the current frame – unless the protagonist is changed 
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(i.e. the narrator narrates their observations and actions rather than those of the earlier 

protagonist) or the protagonist moves with other characters. 

An example of spatio-temporality tied to the characters can be found in Packer’s 

(1980) “The Women Who Walk” (6.36):  
(6.36) “In the days right after Malcolm left her, Marian began to notice the women who walked 
the deserted streets near the university campus. They were a flash of color in the brilliant June 
sunlight at a distant intersection, a single shape thrusting through the shadows of the giant 
sycamores along the sidewalk. She did not at first differentiate one from another. She was too 
absorbed in her own suffering. Images of Malcolm that last day spun through her mind. The thin 
ankle over the thin knee as he sat on his luggage in the front hall. The silver lighter touched to 
the black cigarette. Well, Marian, he said. She pulled the car over to the curb and gave herself 
up to the blurring tears, the sudden thunder in her chest. 

Soon, quieter, she looked around the empty streets. Had anyone seen her? She saw in 
the distance a lonely figure, walking, walking.” (Packer 1986: 288 / 1980.) 

 
There are three spatio-temporal layers in (6.36): (1) the time when Malcolm 

left the protagonist, sitting in the front hall, (2) the time after this when she began to 

notice the walking women in the street near the campus, and (3) the time when she 

pulled her car over to the curb. All these layers are tied to a single, complex causally 

tied whole, which backgrounds and explains what is currently taking place (while she 

is crying in her car). 

The explicit, named frame is not the active present setting of the story if spatial 

references are tied to characters’ past, as in Conrad’s (1897) “Youth” (Examples 6.37 

& 6.2), where the general frame is implicit, but all references tied to characters 

explicit. Although Conrad’s actual spatio-temporal setting is implicit, it is 

compositionally constructable, as at least being indoors is suggested by the sitting 

round a mahogany table. This triggers the actual, present frame. The focus is on the 

characters present: 
(6.37a) “We were sitting round a mahogany table that reflected the bottle, the claret-glasses, and 
our faces as we leaned on our elbows. There was a director of companies, an accountant, a 
lawyer, Marlow, and myself.”  (Conrad 1984: 3 / 1897.) 
 
This setting continues (6.37b) within the same paragraph by providing explicit 

locations (Conway, sea, mail-boats, the China Sea) which are used for backgrounding 

the characters introduced at the beginning of the setting (but still within the same 

paragraph), rather than naming the frame for the setting: 
(6.37b) “The director had been a Conway boy, the accountant had served four years at sea, the 
lawyer – a fine crusted Tory, High Churchman, the best of old fellows, the soul of honour – had 
been chief officer in the P. & O. service in the good old days when mail-boats were square-
rigged at least on two masts, and used to come down the China Sea before a fair monsoon with 
stun’-sails set alow and aloft.”  (Ibid.) 
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The Conway boy refers to the origin of the character and thus it is used as a part of the 

character description, like the bolded material in (6.38): 
(6.38a) “She assured him he looked like a rural character in a play.” (Porter’s “Rope”) 
(b) “Her house had a floating population made up of tourists from Liverpool and the Isle of 
Man and, occasionally, artistes from the music halls.” (Joyce, “The Boarding House”) 
(c) “The nuns of St. Louis de France Parochial School.” (Kerouac, Visions of Gerard) 

 
There are two kinds of attributes, which, based on the context and encyclopedic 

knowledge, either trigger a frame or simply mark an origin outside the current frame. 

Thus, spatial properties in descriptions can be used for providing the setting, 

especially if proper nouns occur as a part of the description, as in (6.39a):  
(6.39a) “when the hungry Florida sun had fed on the canvas” (Rawlings 1940.)  
 

Yet, in some cases (e.g. 6.39b) proper names are not used for this purpose, but rather 

simply mark e.g. an artefact origin as in Tey’s The Daughter of Time:. 
 (6.39b) “Grant called her The Midget to compensate himself for being bossed around by a 
piece of Dresden China which he could pick up in one hand.” (Tey 1951.) 
 
These two examples differ in that in (6.39a) the location named is a part of the 

description providing Florida as the current frame, while in (6.39b) Dresden is a part 

of the origin description of a movable artefact, like Hollywood is the place where quite 

many movies come from in Ellison’s (1952) Invisible Man:  
(6.40) “I am an invisible man. No, I am not a spook like those who haunted Edgar Allan Poe; 
nor am I one of your Hollywood-movie ectoplasms.” (Ellison 1983: 7 / 1952.) 

 
This also applies to temporal origin, where temporality is used for naming 

historical artefacts from a named period of time. For example, in a sentence like He 

was cutting beef with a 17th century knife does not necessarily mean that the text is 

located in this period, but it can be used as a trigger if the rest of the co-text is 

matching (cf. discussion in Examples 6.12.-6.18). 

One more type of character-related spatial descriptions is the use of possession 

for backgrounding character as in Kipling’s (1985) “The Mark of the Beast”: 
(6.41) “When Fleete came to India he owned a little money and some land in the Himalayas, 
near a place called Dharmsala.” (Kipling 1985: 275.) 
 
The setting of the story need not be the same location. If it is, it is established by 

the more global context. Thus, spatiality here again gives background for the 

characters. 

In the sixth type, the frame trigger is ambiguous, i.e. either homonymic or 

polysemous (cf. Cann 1993: 8), and only one of the meanings functions as a frame 
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trigger, while the others either do not act as triggers or trigger another frame. For 

example, a school may refer to a school of fish or a school of thought (as in Spinsters 

in Jeopardy by Marsh 1954) as well as the educational building. Frame triggers of this 

type are more co-text dependent than those which are less ambiguous and 

predominantly tied to a more prototypical frame. 

Finally, in the seventh type, there is no matching frame for the trigger or 

the whole frame is modified. Science fiction is a good example of a genre where 

frames are often modified (cf. Section 7.3). The expanding amount of textual 

information is used to modify encyclopedic knowledge for a textual instance of a 

frame so that at the same time a part of the familiarity of a shared frame is maintained. 

Often, the result is a frame which functions as a basis for a very different type of a 

world than the one we know. (Cf. discussion in Chapter 7.) 

These exceptional types illustrate that a potential frame trigger does not trigger 

the frame in all contexts. What matters is the relationship a trigger has with the whole 

coherence. Since a reference is interpreted in relation to the overall context, the 

novelist needs to be very careful with all the details.86 Even minor details should 

match with the frame (cf. Raban 1979: 56, 59), unless the frame itself is modified (as 

is often done in science fiction). 

 
6.5. Some Conclusions 

 
In this Chapter, I discussed the common frame types and triggers used for evoking 

them. Comparing the spatial frames that occur in settings with the lexicon (cf. Chapter 

5) and the potential options available reveals that the use of these frames is not as 

varied and rich as it could be. There is some variation in the outdoors frames (familiar 

cultural surroundings still dominating) but especially with indoors frames, a relatively 

limited set of everyday familiar local socio-cultural frames (like home) occur over and 

over again – with relatively small amount of variation. The reason for this can be 

found in the discourse strategy. The author aims at providing a common ground as a 

basis for the illusion of authenticity and self – and thus can gradually build frames the 

reader is less familiar with. Additionally, when the setting is based on a shared frame, 
                                                            
86 E.g. Cooper (1982: 106) notes that textual meaning depends heavily on context and interaction and 
the “only chance writers have of communicating their meanings is by assuming that potential readers 
have largely the same knowledge of those facts about the world relevant to their meanings as they 
themselves do, and that readers will, when faced with a text..., use the same interpretive strategies that 
the writers would.” 
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less textual information is needed for establishing it, thus providing more textual space 

for building the character, action and the plot.     

Even though structurally encoded temporal relations are important both for 

maintaining and manipulating the temporal layers of the story, time itself is not a 

thematically dominating property. Typically, it is combined with other themes. This, 

however, does not mean that there are no temporal frames in the setting. The temporal 

surroundings in the setting are established just like characters and the spatial location. 

It just means that the text does not typically focus on time. There are several types of 

temporality relevant for the story: the biographical past of the characters, the local 

(day, part of the day, etc.) and global (e.g. season) temporal frame and the socio-

cultural, historical location. In a narrative, there are often several temporal layers 

consisting of combinations of these parameters kept apart by tense. 

It is possible to construct both local and global temporal frames in relation to 

physical or socio-cultural aspects of the world. However, there seems to be a tendency 

of tying the local temporal frames to the characters’ time-sensitive socio-cultural 

activities (like preparing breakfast), whereas the global temporal frame is often 

constructed through the sensing of seasonal changes in the physical environment (e.g. 

sense of coldness, seeing snow, warmth of the sun). Even though there are numerous 

options available for doing this, the same types of conventional frames and frame-

triggers seem to occur more than others – just like with spatial frames. 

Even though there is variation, perhaps the most classical way of beginning a 

novel then is to prepare breakfast and read a newspaper in the kitchen of one’s own 

home, early in the morning, just like the character has a habit of doing. Something in 

this setting functions as a trigger for an exceptional day in some respect. A good 

example of this is Doyle’s (1901/2) The Hound of the Baskervilles (6.42) where the 

stick introduces a key to the forthcoming story: 
(6.42) “Mr. Sherlock Holmes, who was usually very late in the mornings, save upon those not 
infrequent occasions when he was up all night, was seated at the breakfast table. I stood upon 
the hearth-rug and picked up the stick which our visitor had left behind him the night before.”  
(Doyle 1901-1902) 

 
The relationship between the triggers and the overall coherence always needs 

to be matched with one another. Especially in science fiction, frames are modified 

since the textual representation of the world depicted differs from the one in relation 

to which the frames are established. In the next chapter, I will have a closer look at 
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how the frames are not only evoked by the frame triggers, but co-textually modified 

through what I call Linguistic Painting. 
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7. Linguistic Painting 
7.1. Linguistic Painting and Modified Frames 

 
As I noted earlier, encyclopedic knowledge is an important component of textual 

meaning. In written narrative fiction, this knowledge is often not used as such but 

textually manipulated. Textual manipulation is mainly needed for three reasons: 

(1) For providing a strong sense of an experience-oriented point of view, as in (4.6) 

from the House of Usher by Poe (discussed earlier in Chapter 4): 
(4.6) “During the whole of a dull, dark, and soundless day in the autumn of the year, when the 
clouds hung oppressively low in the heavens, I had been passing alone, on horseback, through 
a singularly dreary tract of country; and at length found myself, as the shades of evening drew 
on, within view of the melancholy House of  Usher.” (Poe 1983/1839) 

(2) For creating environment which does not exist, as in e.g. (4.1) from Asimov’s 

(1984) The Robots of Dawn (also discussed in Chapter 4): 
(4.1) “… One never perspired (unless one wished to, of course) in the City, where temperature 
and humidity were absolutely controlled and where it was never absolutely necessary for the 
body to perform in ways that made heat production greater than heat removal. 

Now that was civilized. 
He looked out into the field, where a straggle of men and women were, more or less, 

in his charge. … They were hoeing inexpertly and doing a variety of other things that robots 
were designed to do – and could do much more efficiently had they not been ordered to stand 
aside and wait while the human beings stubbornly practised.” (Asimov 1984: 9) 

 
(3) For creating a situation, which does not occur in the world as the readers know it. 

Good examples can be found in many children’s jokes, as e.g. (7.1): 
(7.1) Why did an elephant fall down from a tree? – It was dead. 
Why did another elephant fall down from the tree? – It was glued on to the first one.  
(Perttula 2002: 200) 

 
Examples (4.1), (4.6), and (7.1) are all based on textual representations where 

it does not matter whether the situation or the environment depicted in the text really 

exists or not. For this reason, it would not make much sense to aim for a truth-

condition-oriented semantic approach either. What matters is that it is possible to 

imagine this situation and the environment and construct it linguistically. These are 

also examples of what I call Linguistic Painting:87 

Linguistic Painting is the co-textual manipulation of information provided by frame 
triggers in order to evoke and modify frames and compositional frames and to 
provide the reader with a coherent textual meaning with a textually established point 
of view. 

 

                                                            
87 The same metaphor based on the similarities between painting and language, can also be found e.g. 
in Ehrlich 1990. For the cinematographic metaphor, see Zubin & Hewitt 1995. 
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I use the word painting metaphorically to refer to a discourse strategy rather 

than a result or a mental process. It aims at producing a particular type of a 

representation,88 which typically emphasizes the experiential aspects of the things 

described. This also means that linguistic painting is partly based on the use of 

descriptive language, such as adjectives or adverbials, and partly combines these and a 

careful selection of frame triggers with a wider textual context, combining linguistic 

associations with all the sensory and other information textually made accessible to 

readers. It can be used both for giving the reader an access to a point of view in a 

familiar world or an access to a fictive world which the reader is not familiar with.  

A good example of the point of view and how it can be both built and changed 

is the beginning of “Eveline” (Joyce 1976f: 46 / 1914; Example 3). In Chapter 3, I 

noted that this dual frame in those two paragraphs is based on two frames: the room 

(indoors) and the avenue (outdoors), connected through Eveline’s observation of the 

avenue through the window. These two frames are also connected to two different 

points of view, and a different type of a voice. The first voice is that of the text-

external narrator, who observes (in the past tense) a woman sitting by the window. 

This point of view, however changes at the end of the first paragraph and in the 

second paragraph, describing Eveline’s text-internal observation, what she smells (the 

odour of dusty cretonne), feels (being tired), sees (the few people passing, the man out 

of the last house), hears (the footsteps along the concrete pavement and the crunching 

on the cinder path) and remembers (the houses being new).  

The tacit assumption behind linguistic painting is that the reader is using the 

text together with encyclopedic knowledge as a basis for something which either 

directly or indirectly relies on the common ground. The success depends on whether 

the text can be used for evoking and possibly manipulating this knowledge or not. 

Some researchers, like Emmott (1999: 23), go as far as claiming that this is actually 

what the cognitive process is like. She (id.: 23) claims that “[f]or each sentence, the 

reader needs to add mentally-stored contextual information to the fragments of 

contextual information presented” in the narrative text. The author simply attempts to 

                                                            
88 As van Dijk & Kintsch (1983: 71) note when discussing strategies for discourse comprehension “It is 
a notoriously difficult problem both for linguists and for psychology to determine what a semantic 
representation is: how much, how deep, how elaborate, should such a representation be, and how much 
of episodic memories or geneal world knowledge should it include? Understanding language is a fuzzy 
task, and the communicative context will determine how much fuzziness is allowed for appropriate 
understanding and communication.” 
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secure the readers’ interest and cooperation, knowing that the reader actively re-

creates the work by supplementing and completing the gaps in accordance with 

personal, partly shared topic-related experience, knowledge and values.89  

Some of the claims Emmott (1999) makes of cognitive processes should be 

empirically tested rather than taken self-evident. Partly for this reason, I think it is 

more natural to describe a textual representation and the attached strategy based on a 

textual analysis rather than the (supposedly mental) process, since I consider the 

relationship between the semantic and the mental representations to be indirect (but 

interconnected) rather than the same thing.90 Methodologically, this is relevant since 

the level of generalizations that can be made differs. Since a text reflects the function 

it has, a textual, linguistic analysis reveals the strategy and the function behind it (and 

this is widely used as a method in e.g. analyzing media and political texts; cf. e.g. 

Critical Discourse Analysis by Norman Fairclough et al. in the 1990s), but for the 

cognitive validity, additional psycholinguistic empirical tests would be needed. As a 

discourse strategy, linguistic painting relies more on the interactional and socio-

cultural than on the mental and subjective. This also means that the reader need not 

necessarily have personal experience as a basis of linguistic painting to be able to 

understand the text. The text can rely on intertextual allusions or other socio-culturally 

shared knowledge.  

In the most basic case, all the author needs to do is to give the information for 

attaching a world to the story. Often this is achieved gradually, as in Across the River 

and into the Trees (Hemingway 1950; Example 7.2) where the temporal and spatial 

setting is established indirectly and compositionally at the beginning of a relatively 

descriptive text: 
(7.2) “They started two hours before daylight, and at first, it was not necessary to break the ice 
across the canal as other boats had gone ahead. In each boat, in the darkness, so you could not 
see, but only hear him, the poler stood in the stern, with his long oar. The shooter sat on a 
shooting stool fastened to the top of a box that contained his lunch and shells, and the 
shooter’s two, or more, guns were propped against the load of wooden decoys. Somewhere, in 
each boat, there was a sack with one or two live mallard hens, or a hen and a drake, and in 

                                                            
89 For a further discussion, see Mey 2001: 237, 255, 295-296; Werth 1995: 54; Veivo 2000: 49, 61, 73; 
Emmott 1997: 4; Tindall 1991: VII; Cooper 1982: 106; Bransford & McCarrell 1979: 389; Szanto 
1972: 22; and Ray 1985/1984: 117. 
90 According to Levinson (1998) linguists can be classified into two groups, lumpers and splitters 
depending on their tacit assumptions in this matter. For the lumpers (like Jackendoff, Langacker etc.), 
the semantic and the mental representations are basically the same thing, thus semantic analysis is, by 
definition, an analysis of how the mind functions. For the splitters, these two are interconnected, but 
not exactly the same thing. The typological work on spatial systems in different languages by Levinson 
et al. supports the claims of the latter group. 
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each boat there was a dog who shifted and shivered uneasily at the sound of the wings of the 
ducks that passed overhead in the darkness. 

Four of the boats went on up the main canal towards the big lagoon to the north. A 
fifth boat had already turned off into a side canal. Now, the sixth boat turned south into a 
shallow lagoon, and there was no broken water. 

It was all ice, new-frozen during the sudden, windless cold of the night. It was 
rubbery and bending against the thrust of the boatman’s oar. Then it would break as sharply as 
a pane of glass, but the boat made little forward progress.” (Hemingway 1990: 5 / 1950.) 
 
Example (7.2) begins with an anaphoric pronoun they without an antecedent in 

order to evoke a sense of sharedness, which is further emphasized through verb 

started without specifying what, as if the reader already knew about the action and the 

unnamed characters who are actually established while the story proceeds. The focus 

is on action and surroundings, and the action itself is used for evoking temporal frame 

for the story. In (7.2), the local temporal frame, time of the day “two hours before 

daylight” (i.e. night) is established first, partly indirectly, and after that maintained 

through references to the darkness, another trigger of the night. The global time frame 

(autumn) is evoked next through both seasonal and cultural frame triggers. The season 

as autumn (or early winter) is evoked through references to the supposedly thin “ice 

across the canal” mentioned at the beginning and repeated as “new-frozen during the 

sudden, windless cold of the night”. The more focused global time frame is 

established by combining this information with action based information of the 

mallard hunting evoked through fragmentary references throughout (7.2) by 

combining references to the boats, shooters, wooden decoys, “a sack with one or two 

live mallard hens, or a hen and a drake”, the shivering dog, and the action in the 

surroundings described.91  

The global spatial frame in (7.2) is outdoors in a non-urban environment, and 

there are explicit references to the canal, and the big lagoon (note that these, too, are 

marked as being shared knowledge by the use of the definite article already at the 

beginning). The local frame consists of the boats, and this frame is maintained both 

through repetition and lexical, partly meronymic, cohesion. All these elements 

together are used above the sentence level for creating not only action, but also spatio-

temporal surroundings and a sense of viewpoint. The illusion of sharedness is 

emphasized not only through lively, descriptive language, but also by discourse, 

especially by the use of definite articles and anaphoric pronouns and the reliance on 

shared cultural conventions and experiential seasonal knowledge. These markers of 
                                                            
91 Duck hunting is used as a conventional season trigger also in Pirsig 1974. 
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season are relatively conventional. Autumn and winter are very often established 

indirectly through references to ice, snow or coldness; and night through darkness.  

As (7.2) shows, linguistic painting involves interaction of several linguistic 

layers, including the lexical level through the selection of frame triggers (cf. Chapter 

6), the syntactic level and cotextuality (cf. Section 6.4), the textual level (co-textual 

manipulation, cohesion, frames and compositional frames), and the discourse 

(interaction, encyclopedic knowledge and common ground, coherence). 

Even though the setting is often based on visual information, it can also be 

based on other than visual descriptions. Thus, also linguistic painting can rely on other 

than visual sensory information provided by the text, and texts often combine 

information from several different senses.92 The sense of hearing is important for 

creating a sense of what is going on, as in Gerald’s Game (King 1992; Example 5.22). 

Sensing warmth (or coldness) is also sometimes referred to at the beginning of a text 

(e.g. Vonnegut’s Galápagos; Hemingway’s Across the River and into the Trees, 

Example 7.2; and Natsuki’s Innocent Journey), since this partly evokes the global, 

physical surroundings, or in some cases the time of the year. Other typical sources of 

sensory information are action-related tactile sensations. Sometimes, the beginning of 

the text aims at providing a more global sensed experience of the surroundings, which 

is combined with action in a text beginning in the middle of action, as e.g. Pirsig’s Zen 

and the Art of Motorcycle Maintenance (cf. Example 4.7), which combines tactile 

information with the sense of warmth, odours, etc..  

Thus, linguistic painting is used for creating a sense of experiencing the 

textually created world. This is a central property of written narrative fiction. 

Narrative fiction differs from other types of texts in that the protagonist’s and the 

narrator’s interpretations of the world are important, and the world constructed in the 

text may dramatically differ from what readers know or how they sense the world. 

                                                            
92 For a good example of combining different types of sensory information textually for the same 
phenomena, see Thirteen Ways of Looking at a Blackbird, a poem by Wallace Stevens (in Wallace 
Stevens 1990/1965, Selected Poems, Faber & Faber: London & Boston). In some cases the sensory 
emphasis (or lack of it) is tied to the theme and the idea of the story, as e.g. in Saramago’s (1995) 
Ensaio sobre a Legueira (blindness), Miller’s (1997) Ingenious Pain (absence of sensing pain), Laura 
Esquivel’s (1989) Como agua para chocolate (emphasis on taste and preparing meals), Patrick 
Süskind’s (1985) Die Geschichte eines Mörders (sense of smell). In these works, the internal cognition 
of the protagonist and/or the character is created in relation to the surroundings, emphasizing sensory 
information or the lack of it, and the associations evoked by the text are established by the use of verbs 
of cognition tied to the main character or with descriptions with concepts that inherently have sensory 
properties. 
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Since the illusion of a sensory experience is important, it matters what the 

interpretation and the details are to the protagonist’s inner sensation.93 As a contrast, 

fairy tales often focus on episodes and action and thus deal with generic and 

prototypical worlds, which are even more in the background, since the focus is more 

on events than the surroundings. So, linguistic painting is typical of fiction, the 

extreme case being science fiction, where the combination of the shared knowledge of 

the world and the lexical choices involved creates a world the readers would otherwise 

have no access to. Limiting the use of linguistic painting would limit the sense of 

presence, but the explicit means can be used for distancing the narrator and the 

protagonist from the events described, thus providing an illusion of an objective 

documentary concentrating on facts rather than interpretation. This strategy is needed 

e.g. for backgrounding the story or for descriptions where the protagonist is kept 

outside. If the target audience is very familiar with the surroundings, only fragments 

of the whole frame, the viewpoint and interpretation are needed; if the frame is less 

familiar, additional cultural explanations or descriptions are needed.  

Due to the mechanisms through which frame triggers have been acquired, they 

carry information of frames with them also to new textual contexts. The key is in the 

use of shared, culturally determined, intersubjective94 knowledge of the surroundings 

the author assumes the target audience knows, as in (6.25) from Bellow (1947) 

discussed earlier, where New York was compared with Bangkok. This text would not 

function without at least some knowledge of Bangkok, its climate, geographical 

location etc. Also in (7.3), the afternoon tea is a cultural institution for the British and 

it is widely associated with culturally determined conventions, time of the day being 

just one of them. 
(7.3) “Under certain circumstances there are few hours in life more agreeable than the hour 
dedicated to the ceremony known as the afternoon tea.” (James 1881) 

 
Language speakers learn these conventions along with the associated words, 

conventional frames and cultural contexts as a part of a more general socialization 

process. Lexical items related to the cultural frames are spatio-temporally important, 

since they can be used for making indirect, implicit references to the cultural contexts 

they are a part of. Through stories a society can not only remember, but also create 

                                                            
93 In some cases the way the protagonist interprets the surroundings is more crucial than the way the 
surroundings really are like, as in McGrath’s (1990) Spider. 
94 For the use of the concept intersubjectivity, see also Crossley 1996 and Lehtonen 1996: 18. 
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and maintain references. These frames and the attached knowledge are intertextually 

kept alive and interdiscoursally strengthened so that gradually they become 

prototypes.  

A good example95 of time-oriented linguistic painting can be found at the 

beginning of Stone of Destiny (Demaria 1985: 3) where frame triggers are used for 

creating an association to a specific period of time and location, as it would be 

experienced by someone living at that time: 
(7.4) “The dark brown, blue-hooded falcon was perched on the boy’s leather-gloved and fisted 
hand. The boy was Duff mac Boedhe. He was tall for twelve, slender and long-legged, almost  
the size of a man, and manly in his leather boots and sheepskin vest. “We’ll go up to the old 
stone wall,” he said, “and let go the lure. She’s got to learn to wait on us and not to rake out.” 

“But what if she does?” asked the girl behind him on the narrow, rocky trail that led 
up a barren slope. She struggled to keep up. Her name was Gruoch, and she was only ten. She 
and Duff were the children of Boedhe, whose father Kenneth had been the king of Scotland 
until his violent death. 

By the time Duff reached the crumbing wall of what was once an ancient fort, his 
sister had fallen behind. She wore a heavy woolen tunic and shoes lined with rabbit fur. She 
clutched a small gray sack that had something alive in it...” (Demaria 1985: 3.) 
 
In (7.4) the important triggers that together with a co-text contribute in 

creating the frame of Scottish historical countryside include: 

• Names: Duff mac Boedhe, Gruoch, Kenneth associated with Scotland 
• Clothes: leather boots, sheepshin vest, heavy woolen tunic and shoes lined with rabbit fur 

implying not only a cold climate but also to the historical past 
• Objects: sack (instead of a bag) 
• Action: hunting with falcons 
• Architectural details: castles, ancient fort 
• Historical details: the King of Scotland, castles 

 
All this shows how a combination of various types of frame triggers can be 

used for locating textual meaning through encyclopedic knowledge. It is not limited to 

past frames. It can also be used for providing a contemporary frame with a point of 

view (as in 7.5 below) or an imagined frame of a potential future.  

A good example of a contemporary spatio-temporal location in an urban 

environment by a contemporary observer can be found e.g. in the American Psycho 

(Ellis 1991; Example 7.5): 
(7.5) “ABANDON ALL HOPE YE WHO ENTER HERE is scrawled in blood red lettering on 
the side of the Chemical Bank near the corner of Eleventh and First and is in print large 
enough to be seen from the backseat of the cab as it lurches forward in the traffic leaving Wall 
Street and just as Timothy Price notices the words a bus pulls up, the advertisement for Les 
Miserables on its side blocking his view, but Price who is with Pierce & Pierce and twenty-six 
doesn’t seem to care because he tells the driver he will give him five dollars to turn up the 
radio, “Be My Baby” on the WYNN, and the driver, black, not American, does so.” (Ellis 
1991) 

                                                            
95 Another good example is Doctorow’s 1974 Ragtime (cf. Example 4.8 in Chapter 4). 
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Here, the location, modern Manhattan, is triggered by several elements: 

• Buildings & Proper names: the Chemical Bank, Pierce & Pierce  
• Conventions for naming streets: The Eleventh and the First 
• Famous landmarks: Wall Street 
• Cultural knowledge: the radio station WYNN, song “Be My Baby”, Les Miserables 
• American English: cab (not a taxi) 
 
Linguistic painting can also be used for other purposes. Example (7.6) from 

Forster’s (1908) A Room With a View presents a location, where references to the 

English objects create a familiar, home like atmosphere far away from home in Italy: 
(7.6) “‘The Signora had no business to do it,’ said Miss Bartlett, ‘no business at all. She 
promised us south rooms with a view, close together, instead of which here are north rooms, 
here are north rooms, looking into a courtyard, and a long way apart. Oh, Lucy!’ 

‘And a Cockney, besides!’ said Lucy, who had been further saddened by the 
Signora’s unexpected accent. ‘It might be in London.’ She looked at the two rows of English 
people who were sitting at the table; at the row of white bottles of water and red bottles of 
wine that ran between the English people; at the portraits of the late Queen and the late Poet 
Laureate that hung behind the English people, heavily framed; at the notice of the English 
church (Rev. Cuthbert Eager, M.A. Oxon.), that was the only other decoration of the wall. 
‘Charlotte, don’t you feel, too, that we might be in London? I can hardly believe that all kinds 
of other things are just outside. I suppose it is one’s being so tired.’ 

‘This meat has surely been used for soup,’ said Miss Bartlett, laying down her fork. 
‘I wanted so to see the Arno. The rooms the Signora promised us in her letter would 

have looked over the Arno.” (Forster 1978: 23 / 1908.)     
 
Example (7.6) illustrates the importance of the global coherence rather than 

just the lexical cohesion. References to Signorina, and to the location, Arno, within 

the dialogue attach the story to the right location in Italy rather than all the numerous 

references to England. Besides, things need not be referred to as English, were the 

surroundings in England since this would not necessarily be relevant in all texts, and 

would thus violate the basic principles of interaction suggested by e.g. Grice 

(1989/1975) and Sperber & Wilson (1986). Later on, Forster makes the location quite 

clear, through references to Arno, which the reader further associates with Florence, 

Italy. Text-pragmatic knowledge is established through a combination of this type of 

information, in a setting which combines two potential frames (England and Italy): 

• The Signora’s Cockney accent being surprising. Note that this could also be used for 
referring to a fake Signorina (in the sense that she is a Brit from London working in Italy) 

• The use of conditional: It/we might be in London (twice) (but is/are not) 
• The use of unnecessary modifiers: e.g. the English people 
• The view over Arno, an Italian river. 

 
The surroundings can also be created in relation to multimodal, complex 

sensation of the surroundings, as in Pirsig’s (1974) Zen and the Art of Motorcycle 

Maintenance (cf. Example 4.7) or Joyce’s (1914) “Eveline” (cf. 3, Chapter 3). Thus, 
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the text simultaneously creates the surroundings, the protagonist and her point of 

view. Some texts, especially horror stories, rely even more on a strong interpretation 

of the surroundings in order to create the right kind of atmosphere. Settings like The 

Fall of the House of Usher (Poe 1983; cf. 4.6) and Of Human Bondage (Maugham 

1915; Example 7.7) provide sensation of surroundings, but it is also used for tuning 

the reader in to the forthcoming events: 
(7.7) “The day broke gray and dull. The clouds hung heavily, and there was a rawness in the 
air that suggested snow. A woman servant came into a room in which a child was sleeping and 
drew the curtains. She glanced mechanically at the house opposite, a stucco house with a 
portico, and went to the child’s bed.” (Maugham 1915) 

 
In these texts, the choice of visuality, sounds, smells, etc. is combined with 

premodifiers, adjectives and adverbials in order to provide a closer, more detailed 

description of the location. In a conventional pattern, the description is provided by an 

external narrator. In some cases the description is attached to an observation of e.g. a 

static, waiting protagonist, as in (7.8) from The Pit (Norris 1903): 
(7.8) “At eight o’clock in the inner vestibule of the Auditorium Theatre by the window of the 
box office, Laura Dearborn, her younger sister Page, and their aunt – Aunt Wess’ – were still 
waiting for the rest of the theatre-party to appear. A great, slow-moving press of men and 
women in evening dress filled the vestibule from one wall to another. A confused murmur of 
talk and the shuffling of many feet arose on all sides, while from time to time, when the 
outside and inside doors of the entrance changed to open simultaneously, a sudden draught of 
air gushed in, damp, glacial, and edged with the penetrating keenness of a Chicago evening at 
the end of February. 

The Italian Grand Opera Company gave one of the most popular pieces of its repertoire 
on that particular night...” (Norris 1903) 
 
All these examples show that linguistic painting is needed for a more global, 

extended frame as it is interpreted by the protagonist or other central characters, and 

the text provides not only facts but also feelings, atmosphere and interpretation. 

However, all this can also be combined with explicit information. For example, the 

author may use dates for the sense of authenticity. Even the textual form imitates 

letters, travelogues or diaries in some cases (e.g. Shelley’s 1818 Frankenstein, 

Example 4.2 and Stoker’s 1897 Dracula). Explicit dates are used in a variety of places 

for marking temporal transitions, but the illusion of authenticity is tied to the form, 

exactness and granularity of this type of information (as in e.g. a court case).  

The purpose of the text, the function of the text type and the use of textual 

strategies for foregrounding and backgrounding information are carefully balanced 

and considered, when the interpretation and the point of view are combined to produce 

an illusion of reality. For this illusion, references typical of the atmosphere of a period 
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(including epoch-specific artefacts and conventions) which the reader can (through 

his/her own or intertextual experience) associate with specific surroundings are all 

important. In real life or actual documentaries, these frames never seem to be quite as 

pure as they are in manufactured representations of the reality, which focus on the 

information the reader can use in the construction of that specific frame, partly 

overdoing it, using prototypes and stereotypes. For example, a setting located in 

Tokyo may well be more Japanese than the real multicultural cosmopolitan metropolis 

– unless the text brings out the sense of internationality as a contrast to some more 

traditional Japanese village. The author, just like a tourist visiting an exotic location 

and describing it later, focuses on the marked, relevant information which differs from 

the familiar surroundings, trying to convey the location-specific atmosphere. 

There is also a discoursal need for linguistic painting. Scattering the 

information (showing rather than telling) brings action and/or the characters’ mental 

contents to the foreground, and leaves the spatio-temporal setting to the background. 

And, this in medias res technique seems to become more popular nowadays.   

 
7.2. Linguistic Painting and Other Setting Properties 

 
Nearly half of the settings (70/150) in the corpus clearly relied on linguistic painting. I 

shall contrast these clear cases of linguistic painting with other texts in order to 

illustrate the central parameters associated with linguistic painting. I shall discuss 

linguistic painting both in relation to text-internal and text-external parameters. 

Text-internal parameters include the setting type, layer of the world, thematic 

emphasis, frame type and discourse profile (tense and narrator type). 

  Separate 
(55 settings) 

Gradual/Integral 
(68 settings) 

Separ + G/I 
(27 settings) 

All texts 
(150 texts) 

Ling.Paint. 32  58% 28  41% 10  37% 70 47% 
Table 7.1. Linguistic painting in different types of settings (when contrasted within the type as a 
whole, not between setting types) 

 
When discussing Table 4.1, I pointed out that the portion of gradual or 

integrated settings was higher than that of separate settings. However, as Table 7.1 

shows, linguistic painting is actually more common in separate settings than in 

gradually established or integrated settings. What matters more is the nature of 

information provided. Table 7.2 shows that linguistic painting is typically associated 

with settings describing socio-cultural and physical aspects of the world. Especially in 
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settings focusing on the physical aspects, there were more settings with (35 settings) 

than without (22 settings) linguistic painting.  

 Physical Socio-Cultural Mental 
Single96 19 30 4 
Combination 16 15 4 

Ling. 
Painting 

Total 35 45 8 
Other texts  22 56 18 
Table 7.2. Layers and layer combinations in texts with linguistic painting and in other texts 

 
Table 7.2 shows that some 45 texts focused on the socio-cultural layer and 

used linguistic painting (56 texts in the group of other settings), 15 of these were 

combinations of various layers, and 30 had a more focused interaction layer. In the 

other large group, there were 35 texts combining linguistic painting with the physical 

layer (22 texts in the others). Of these, 16 combined more than one layer, while 19 

texts focus mainly on the physical aspects of the world.  

Layer Physical  Layer Socio-Cultural Layer Mental Layer  
Linguistic Painting Ling Paint Others Ling Paint Others Ling Paint Others 

Space97 29 15 22 18 3 6 
Character 9 7 20 42 5 14 
Action 11 6 20 19 3 3 

Thematic 
Emphasis 

Time 1 5 4 6 0 2 
Indoors  3 1 21 25 3 6 Frame 
Outdoors  23 9 11 9 4 4 
Past  24 14 38 34 7 9 Tense 
Present  3 2 1 3 1 0 
External  27 12 34 27 6 7 
Internal 1st 7 8 8 17 2 9 

Narrator 

Internal 3rd 1 2 3 9 0 1 
Table 7.3. Focus on linguistic painting and layers combined with some other properties 
 

Table 7.3 shows that the physical layer is typical of space-oriented texts (29 

texts) with an external narrator (27 texts) in the past tense (24) and with a frame 

outdoors (23 texts; cultural frame outdoors 13 texts, geographical frame 8 texts). As a 

contrast to these two larger groups, only 8 texts focused on the mental aspects of the 

world (4/4; as a contrast to 18 in the group of others). In general, the group Others 

tend to have a stronger emphasis on characters and first person text-internal narrator. 

As I noted earlier, there are several distinct frame types that settings focus on: 

a frame indoors (23 with linguistic painting; 28 in the other group), outdoors (30 with 

linguistic painting; 19 in the group of others), texts with dual frames (13 with 

                                                            
96 Single here refers to a setting focusing on either mental, physical or socio-cultural aspects of the 
world. In combination, two or more of these are combined, so that the focus of the information 
provided in the text is mixed. 
97 These figures include various combinations of the set parameters. 
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linguistic painting, others 9), and other frame types (2). This variation is presented in 

Table 7.4.  

 Linguistic Painting Other Texts 
Indoors 23 28 
Outdoors 30 19 
Dual 13 9 
Table 7.4. Frame types and linguistic painting 

 
As Table 7.5 shows, when the indoors and outdoors frames are contrasted, the 

overall emphasis in texts with linguistic painting is clearly on the frames outdoors (30 

texts; frames outdoors focusing on cultural aspects of the world being slightly more 

common), especially if the text is also space-oriented (22 texts) and deals with the 

physical layer (23 texts), and has an external narrator (19 texts) using past tense (22). 

In indoors groups, linguistic painting is less typical of texts focusing on characters and 

the mental layer, especially with first person text-internal narrators. (Cf. Table 7.4.) 

Frame type Indoors Outdoors 
Linguistic Painting Ling Paint  Others Ling Paint Others 

Socio-Cultural  21 25 11 9 
Physical  3 1 23 9 

Layer 

Mental  3 6 4 4 
Space 5 9 22 9 
Character 13 20 10 11 
Time 0 6 2 2 

Thematic 
Emphasis 

Action 12 12 12 7 
Past Tense 23 18 22 8 Tense 
Present Tense 0 2 2 1 
External Narrator 17 14 19 9 
Internal 1st pers. Narrat. 4 11 9 7 

Narrator 

Internal 3rd pers. Narrat. 2 2 2 3 
Table 7.5. Indoors/outdoors, linguistic painting and some other central parameters 
 

Table 7.6 shows that with respect to thematic emphasis of the setting, 

linguistic painting is used in all types of texts where one of the components is space 

(41 texts), characters (30), action (29 texts) and time (4 texts), space being the most 

natural component, especially in combinations of these parameters (in which most of 

these parameters occur rather than as pure types). When contrasted with the group of 

others, space and action are both more common in texts with linguistic painting (for 

space 41 with linguistic painting vs. 28 in the others, for action 29 with linguistic 

painting vs. 24 in the others), while the other texts focus more on characters (30 with 

linguistic painting, 52 in the group of others) or time (4 with linguistic painting, 11 in 

the others). This clearly shows that discourse strategically the author has two options 

available: either to focus on the characters and be less descriptive about the 
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surroundings or to focus on the surroundings and in some cases create the character 

through the description of the surroundings.  

 Linguistic Painting Other texts 
Space 41 28 
Character 30 52 
Action 29 24 
Time 4 11 
Table 7.6. Text thematic emphasis and linguistic painting 

 
When settings with linguistic painting are contrasted with the other texts, and 

combined with other associated parameters, there are, again, clear differences. In 

space-oriented settings (Table 7.7), linguistic painting typically focuses on the 

physical world and outdoors frames, as I already noted earlier: 

 Linguistic Painting Other texts 
Outdoors 22 9 Frame 
Indoors 5 9 
Physical  29 15 
Socio-Cultural  22 18 

Layer 

Mental  3 6 
Table 7.7. Linguistic painting in space-oriented texts 
 
Action-oriented settings with linguistic painting typically deal with past action 

outdoors, as seen in Table 7.8: 

 Linguistic Painting Other texts 
Past Tense 25 12 Tense 
Present Tense 1 2 
Outdoors 12 7 Frame 
Indoors 12 12 

Table 7.8. Linguistic painting in action-oriented texts 
 

As a contrast, the other texts typically are more character-oriented (Table 7.9) 

and have an internal narrator, or focus on time. 

Narrator Linguistic Painting Other texts 
External Narrator 24 23 
Internal 1st pers. Narrator 4 20 
Internal 3rd pers. Narrator 2 9 
Table 7.9. Linguistic painting in character-oriented texts 
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Linguistic Painting  

Past Tense Present Tense Dual Tense Total 
Other texts 

External 48 3 1 52 38 
Internal 1st 10 2 2 14 27 
Internal 3rd  3 - 1 4 11 
Table 7.10. Tense distribution in all settings with linguistic painting 

 
When the discourse types are contrasted with linguistic painting, the past 

external narrator is more common with linguistic painting than internal narrators 

(Table 7.10). In the sample, there were 52 texts with an external narrator occurring 

with linguistic painting (48 in past tense and 3 in the present; 38 texts in the contrast 

group); 14 texts where the internal first person narrator-protagonist was combined 

with linguistic painting (10 in the past tense; 27 texts in the contrast group); and 4 

texts with the internal third person protagonist (11 in the contrast group), i.e. where 

the narrator and the protagonist are separate characters of the story (see discussion in 

Section 3.3). As Table 7.11 illustrates, when the setting with linguistic painting and 

the past external narrator are more closely investigated, the parameter combinations in 

settings with the past external narrator cluster with space, action and the physical 

world in texts with linguistic painting more than in the group Others:  

Narrator Profile Past External Narrator Past Internal 1st Person 
Narrator 

Ling. Paint. Ling Paint Others Ling Paint Others 
Soc-Cult.  29 23 6 6 
Physical  21 8 3 4 

Layer 

Mental  6 6 1 3 
Character 23 20 3 7 
Space 25 12 6 4 
Action 20 11 4 1 

Thematic 
Emphasis 

Time 2 2 1 2 
Table 7.11. Linguistic painting and discourse types 
 

The external point of view is naturally closer to the reader as an outsider than 

the text-internal, first person narrator-protagonist in the present tense of a mentally 

oriented text would be. Additionally, by using an external point of view, the author 

has more options available in constructing a multilayered textual meaning. All these 

combinations of parameters seen from different aspects clearly show that linguistic 

painting is most typical of descriptive texts with a past tense, text-external narrator 

describing the physical surroundings outdoors in a space-oriented narration. The 

surroundings need to be created so that the sensory aspects of it are highlighted and at 

the same time kept at a distance. This is also one of the differences between spoken 
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urban narratives and narrative fiction. Narrative fiction is not only about the story and 

the highlights but also about an illusion of experience as it would be sensed or 

observed while being there. Thus, the textual strategy of the author in these texts is to 

begin by providing a strong sense of situatedness combined with an interpretation of 

the surroundings, thus creating not only the spatial surroundings but also the observer 

of these surroundings and promoting an illusion of authenticity of the textual creation. 

Text-external parameters include the author’s sex and cultural background, 

time of publication and genre. Here, again, the percentages of settings with linguistic 

painting are counted in relation to the category of either male, female, or both authors: 

 Male (97 settings) Female (37 settings) Total (134 settings)98 
Linguistic Painting 44  45% 19  51% 63  47% 
Table 7.12. Linguistic painting by male and female authors 

 
As Table 7.12 illustrates, in this sample female authors use linguistic painting 

slightly more than men. There are also some cultural differences, as Table 7.13 

illustates. In the sample, American and Australian authors use linguistic painting more 

than English and Irish authors. 

 British (50) Amer. & Nat. Am. (61) Australian (7) Irish (11) Total (129) 
Ling. P. 19  38% 34  56% 5  71% 1  9% 59  46% 
Table 7.13. British, American, Australian and Irish authors and the use of linguistic painting 

 
Diachronically (Table 7.14), the portion of texts with linguistic painting has 

gradually increased from roughly one third during the 19th century to roughly one half 

during the 20th century. 

 -1849 1850-1899 1900-1949 1950- 
Ling. Paint 2  29% 6  27% 15  50% 35  54% 
Table 7.14. The use of linguistic painting in different periods of time 

 
Linguistic painting is roughly as common in novels (43/84) as in short stories 

(21/50), but when genre clusters are investigated, there are some clear differences: 

 Linguistic Painting Total 
Adventure, War, Hist. 9  56% 16 
Biographical 3  21% 14 
Crime 7  50% 14 
SciFi, Fairy Tale, Horror 13  52% 25 
Love 2  40% 5 
Total 34  46% 74 
Table 7.15. Linguistic painting in different genres 

 

                                                            
98 For some texts (e.g. the BofE material), the authors sex is not known. 
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Table 7.15 shows that there is a clear difference between biographical and  

other settings. Only 21% of the biographical texts relied on the use of linguistic 

painting while in the groups of action-oriented adventures, war stories and historical 

descriptions the figure is 56% and in the group of highly imaginative horror stories, 

fairy tales and science fiction the figure is 52%. Even though these were measured as 

genre clusters in Table 7.15, there are also some clear differences between genres 

within each cluster. In the following, I will focus on three of these genres: science 

fiction, horror stories and adventures. These genres illustrate the differences in 

communicative needs and functions of linguistic painting.  

 
7.3. Genre Differences in Linguistic Painting  

 
According to de Beaugrande (1980: 196), there is an evolution of how the text, the 

function, expectations and communicative strategies are tied together in a chain, 

where a specialization of situation types produces specialization of text types, and this 

begins a chain of development from specializing expectations, communicative 

strategies, specialization of surface form, heuristic models to control strategies. Since 

linguistic painting is a discourse strategy used in written narratives, there should be 

some differences between genres where it is used. Due to the small number of texts in 

some of the genres to be discussed here, the figures are merely suggestive, and more 

material is needed in the future for a dependable contrastive analysis. However, in this 

limited sample of science fiction, horror stories and action oriented genres (such as 

adventures, war stories and other historical descriptions), there are clear differences in 

the tendencies of how linguistic painting is used.   

 
7.3.1. Science Fiction  

 
In the corpus, there were 13 science fiction settings and the majority (10/13) of these 

used linguistic painting. In science fiction, linguistic painting is typically needed for 

establishing surroundings which do not exists but can be created through textual 

modification of known frames. While frame triggers are brought together to evoke a 

frame, the co-text is used for creating a new type of combination of textual 

information and encyclopedic knowledge. Yet, the demand for authenticity in details 

is as strong as in other narratives, and it is often emphasized by the use of past tense 

(rather than future; cf. Segal 1990; Zubin & Hewitt 1995: 137) in order to create a 
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narrator (in the future) narrating about (imagined) past personal experience. Moreover, 

the creation of this world may actually continue and be updated throughout the work, 

while the protagonist moves to new surroundings that do not exist in the readers’ 

model of the world.  

 Separate Gradual/Integrate
d 

S+G/I Total 

Linguistic Painting 5 5 - 10 
Other 1 1 1 3 
Total 6 6 1 13 
Table 7.16. Linguistic painting and setting types in science fiction 

 
In Table 7.16, the distribution between separate and gradual or integrated 

settings is even both in texts with and without linguistic painting, linguistic painting 

being a common property of the genre. With respect to thematic emphasis (Table 

7.17), science fiction has a slight tendency to combine themes rather than focus on a 

single theme. In these combinations, space is a crucial ingredient, especially in  

settings using linguistic painting. 

 Character Action Space Time Other  Combination99 Total 
Single 1 1 2 - - - 4 Ling 

Paint Comb. 4 4 5 - - 6 => 6 
Single. - - - - 1 - 1 Other 
Comb. - - 2 2 - 2 => 2 

Total (Singles) 1 1 2 - 1 8 (Comb) 13 (incl. 
combins.) 

Table 7.17. Linguistic painting and the thematic emphasis in science fiction 
 
Table 7.18 shows that the socio-cultural and physical aspects of the world are 

more important for science fiction than the mental aspects, both as a single focus and 

as a combination, and typically the frame is located outdoors (Table 7.19). 

 Physical Mental Socio-Cultural Combination Total 
Single 2 1 4 - 7 Ling 

Paint Comb 3 1 2 3 => 3 
Other Single 2 1 - - 3 
Total (Singles) 4 2 4 3 (Comb) 13 (incl. 

combins.) 
Table 7.18. Linguistic painting and layers in science fiction  

 
In Out Out-Cul Out-Geo Dual Neutral Total 
3 8 4 4 1 1 13 
Table 7.19. Linguistic painting and frame types in science fiction 

 
The individual settings investigated reveal that even though intertextual (e.g. 

thematic) connections are common, there are also some clear text-specific differences 

in how the location is provided. Asimov (1984; Example 4.1), Clarke (1990; Example 
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4.9) and Le Guin (1978/1974) build the world implicitly in relation to common 

knowledge, but the world does not match with the textual representation. However, it 

does match with the existing intertextual frames. There is a large amount of other 

literature describing robots, aliens, life on other planets, etc. and this intertextual 

fictive information has gradually become a part of shared, encyclopedic knowledge. In 

Asimov, there are human beings doing things “robots were designed to do”, and 

sweating, which they would not have to do in a city. Le Guin uses words like syndic, 

alien, off-worlder, together with space ship and landing field, all of which are good 

examples of intertextual, genre-specific imaginary constructions, which are becoming 

conventional ingredients of science fiction, and these texts can rely on intertextual 

triggers.  

Texts can also manipulate the world through frame triggers, which clearly 

do not match with the conventional frame. The words used have conventional 

meanings, but the information provided by the text does not match with the 

information readers have of the traditional frames. For example, in Heinlein’s (1982) 

Friday (cf. Example 4.11), the world is built through references to exotic means of 

transportation (like Beanstalk capsule, semiballistic), routes (a tube from Kenya, 

through Cairo to Edinburgh) and locations (e.g. the station of a Space City named Ell-

Five located in Kenya) which are highly technical and do not match with the world, 

but which might be possible in a distant future. However, there are also various things, 

objects and services which do not exist, like a fully automated travel bureau and the 

“Public Eye” surveillance system, which in principle could be possible today. All 

these together represent a world which functions differently than our relatively 

familiar frames. The textual frame is partly incompatible with the world as we know 

it. Also Clarke’s (1990c) “The Road to the Sea” (Example 4.9) relies on encyclopedic 

knowledge. The narrator refers to the Golden Sphinx in unfamiliar surroundings of the 

moors near the sea, in a cool, humid climate rather than the Sahara desert (or dry Las 

Vegas). Here, too, exotic means of transportation have been used, like the linear, the 

flyer bought only from the Moon and spaceships. There are also references to strange 

proper names, like Shastar the Beautiful and the gardens of Shastar. The textual 

context cannot be associated with anything in the present or past world. It is built by 

the text. 

                                                                                                                                                                          
99 Overlap excluded. 
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A Clockwork Orange (Burgess 1962) is a well-known work both as a novel and 

a film, which relies heavily on the non-matching cultural knowledge (like fashion), 

but additionally uses neologisms valid only within the text (and other intertextually 

connected texts). These triggers are constructed by combining English with Russian 

(and other languages) (e.g. the Korova Milkbar, a milk-plus mesto, skorry, the old 

moloko, mozg, deng, tolchock, veck, viddy, ptitsa - product names: vellocet, 

synthemesc, drencrom, veshches), but still understandable through the textual context 

– as in Carroll’s (1992: 116-117/1872) Jabberwocky, a poem full of words without 

conventional meanings outside the context of the poem itself. Words which do not 

exist function as frame triggers of potential surroundings just like words of foreign 

languages trigger the language and the surroundings where the language is typically 

spoken.  

Science fiction, like narratives in general, aims at presenting fiction as a fact, 

while readers of course can tell the difference by what they know or expect to be true 

of the real world. When the frame triggers do not match the schemas of the world, 

readers update their schemas for this specific text as either being valid within this text-

specific frame only – unless further maintained intertextually in other works.  

 
7.3.2. Horror Stories 

 
In horror stories linguistic painting is used for providing a strong sense of interpreted 

surroundings. The classic example is Poe’s (1839) The Fall of the House of Usher, 

which not only describes the surroundings but the way it is described creates a strong 

sense of the protagonist’s mental state at the same time, as Example (4.6) illustrated.  

Even though there is a clear motivation for creating the ominous, Gothic 

atmosphere, not all horror stories begin like this. Actually, the modern way of 

beginning a horror story is by describing a peaceful day, just like any other day, and 

then while the plot proceeds, gradually turn the peaceful setting into a nightmare. 

Thus, linguistic painting was used in three settings (out of 10), making it a relatively 

less common strategy for building the setting than in science fiction.  
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 Separate Gradual/Integrated Total 
Linguistic Painting 3 - 3 
Other 6 1 7 
Total 9 1 10 
Table 7.20. Linguistic painting and setting types in horror stories 

 
Although the total number of texts in this category is far too small for any strong 

claims, it seems that horror stories differ from science fiction in several respects, 

including the frame type parameter. The distribution between separate and gradual or 

integrated settings was even in science fiction (Table 7.16), while in horror stories, 

there are fewer settings with linguistic painting and the separate setting is more 

common (Table 7.20). The focus is not on the character but on the way how the 

character interprets or the narrator describes the surroundings. As Table 7.21 shows, 

thematic focus is relatively evenly scattered, there seems to be a slight tendency to 

focus on space. Indoors and outdoors frames are evenly distributed (Table 7.23), just 

like the aspects of the world focused on (Table 7.22). 

 Character Action Space Time Other  Combination100 Total 
Single - - 1 - - - 1 Ling 

Paint Comb. 2 - 2 1 - 2 =>  2 
Single. - - 3 - 1 - 4 Other 
Comb. 3 2 1 1 - 3 => 3 

Total (Singles) - - 4 - 1 5 (Comb) 10 
Table 7.21. Linguistic painting and the thematic emphasis in horror stories 

 
 Physical Mental Socio-Cultural Combination Total 

Single 1 - 1 - 2 Ling 
Paint Comb 1 1 - 1 => 1 

Single 3 - 3 - 6 Other 
Comb 1 1 - 1 => 1 

Total 4 - 4 2 10 
Table 7.22. Linguistic painting and layers in horror stories  

 
In Out Out-Cul Out-Geo Dual Neutral Total 
4 4 2 2 2 - 10 
Table 7.23. Linguistic painting and frame types in horror stories 
 

7.3.3. Adventures, Histories and War Stories 
 
As I showed in Table 7.12, linguistic painting was most commonly used (in 56% of 

the settings) in the genre group of adventures, histories and war stories. Even though 

action and characters are relevant for these texts, the spatio-temporal setting for the 

action is also crucial.  

                                                            
100 Overlap excluded. 
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When the frame type is investigated (Table 7.24), these stories have an even 

distribution both in relation to the use of linguistic painting and the setting type. 

 Separate Gradual/Integrated S + G/I Total 
Linguistic Painting 4 3 2 9 
Other 3 3 1 7 
Total 7 6 3 16 
Table 7.24. Linguistic painting and setting types in the adventure cluster 

 
As Table 7.25 illustrates, there is a difference between settings with linguistic 

painting and the group others. In settings where linguistic painting is used, the 

thematic emphasis typically combines several themes, these combinations focusing 

more often on space than others while in settings with little or no linguistic painting 

the single dominating theme is the character. Thus, when linguistic painting is used, 

the focus is not on the character but on the way how the character interprets or the 

narrator describes the surroundings. 

 Character Action Space Time Other  Combination101 Total 
Single 1 3 - - - - 4 Ling 

Paint Comb. 1 3 5 2 - 5 => 5 
Single. 4 - - - 1 - 5 Other 
Comb. 2 - 2 1 - 2 => 2 

Total (Singles) 5 3 - - 1 7 (Comb) 16 
Table 7.25. Linguistic painting and the thematic emphasis in the adventure cluster 

 
Table 7.26 shows that like in most other settings, the physical and the socio-

cultural aspects of the world are emphasized; in settings with linguistic painting the 

physical and the other socio-cultural aspects are brought out, and the frame is 

typically outdoors (Table 7.27). 

 Physical Mental Socio-Cultural Combination Total 
Single 6 - 2 - 8 Ling 

Paint Comb 1 - 1 1 => 1 
Single - 1 5 - 6 Other 
Comb - 1 1 1 => 1 

Total 6 1 7 2 16 
Table 7.26. Linguistic painting and layers in the adventure cluster  
 
In Out Out-Cul Out-Geo Dual Neutral Total 
1 6 4 2 1 1 9 
Table 7.27. Linguistic painting and frame types in the adventure cluster 

                                                            
101 Overlap excluded. 
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7.4. Conclusions  

 
At this point, it is clear that highly conventionalized frame triggers have a crucial role 

in evoking inferences of known surroundings as efficiently as possible. It is also clear 

now that not all frames are used as such. Frames are often either textually modified or 

described from a character-specific point of view. I noted that linguistic painting is 

more complex than just the use of descriptive language or adding the right type of 

adjectives and adverbials to the text. It is based on a careful selection of frame triggers 

and a co-textual manipulation of the relationship they have with the frame. Even 

though it is more typical of some genres, it is not the only discourse strategy available. 

Depending on the genre, there are different types of communicative needs for the co-

textual manipulation and this partly determines how linguistic painting functions in a 

specific text. Discourse strategically, there are two clearly different types of settings: 

those focusing on characters and using less linguistic painting and those focusing on 

the surroundings and relying more on linguistic painting. 
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8. Some General Principles 
 
Based on the analysis of settings in English narrative fiction presented in the previous 

chapters, writing the setting of a novel or a short story is based on a set of general 

principles, the best known being the principle of show, don’t tell: 

Principle of show, don’t tell. Aim at an illusion of experiential authenticity and be 
loyal to the details that make the surroundings. 
 

Basically, show, don’t tell is to a large extent about the experiential point of 

view. Rather than explicitly naming locations, the information is embedded to the 

protagonist’s experience and provided indirectly, through fragments tied to 

observations and experience. A clear example of this principle is the use of frame 

triggers rather than explicitly naming the frames. A part of the point is that the 

protagonist (or the narrator) is created through the way the surroundings is 

experienced and interpreted (cf. e.g. Examples 4.6 and 7.7 from Poe and Maugham 

discussed earlier), which provides an illusion of an authentic experience. 

Based on my textual analysis of the settings, I claim that there are three 

additional operational principles, which all are typical of written narrative fiction. 

These are the principle of textual compositionality, focusing principle and the 

principle of linguistic painting. Even though all these are typical of written narrative 

fiction, not all texts use them. 

Principle of textual compositionality: Aim at general coherence. Link the frames 
and compositional frames together for a more global textual meaning and tie the 
characters and action to this coherent whole.  
 

Textual compositionality (cf. Pitkänen 2001b) relies on both text and 

encyclopedic knowledge, and this principle functions in relation to several phenomena 

I have already discussed, including frame triggers (cf. Section 3.2.1), compositional 

frames (cf. Section 3.2.2), textual meaning (cf. Section 3.1) and the layered nature of 

discourse in general (cf. Section 3.3.). The point is in building up a global coherent 

whole out of the composite parts which are partly provided by the text, partly supplied 

by encyclopedic knowledge – the latter is manipulated by the former.  

In written narrative fiction, textual meaning is based on connecting the frames 

together, to compositional frames, and attaching them to the plot. I noted that there are 

different types compositional frames which are connected together for a textual 

meaning. Thus, coherence is not only based on connecting different simultaneous 
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thematic layers of cohesion together (horizontal compositionality) but also connecting 

all these layers hierarchically together (vertical compositionality). Additionally, there 

are some natural, conventional situations, where different types of frames are either 

contrasted (as in the case of dual tense) or connected together (as dual frames). Since 

stories are dynamic by nature, there are various types of transitions where the 

protagonist moves from one frame to another (dynamic frames). Thus, tracing explicit 

spatio-temporal information alone in a text is not enough for a full analysis of e.g. 

coherence. The reader also needs to track the connections between the spatio-temporal 

information and the layers of coherence to which the new information is attached. 

Focusing principle: Focus either on the surroundings or the characters and their 
actions. 
 

This principle can be seen in the thematic emphasis and the other associated 

strategic choices of the textually provided information (cf. Chapter 4, Section 6.4 and 

Table 6.11). There is an obvious need for establishing all key parameters of a setting, 

but since the point is in the story rather than a description of the characters or location 

only, these components are often established gradually, in some cases through the 

imaginary eyes of either the protagonist or the narrator. Depending on the discourse 

profile and thematic emphasis, some of the things described are foregrounded while 

others are developed gradually. The focusing principle can be seen e.g. in the 

difference between separate vs. gradual/integrated settings and the strategic difference 

between focusing either on the surroundings of the character and/or action.   

Principle of linguistic painting: Use textual compositionality to create a descriptive 
illusion based on reality and modify it in accordance with the needs of the story and 
establish textual guidelines for the reader to resolve the mismatch between 
encyclopedic knowledge and the information provided by the text. 
 

This principle ties all the other principles above together. The role of co-

textuality and the way it manipulates textually guided contextuality is crucial in 

building textual meaning. There are two main reasons for the manipulation of frames. 

The first reason is that there is no known location the text describes but it not only 

needs to be created but established in relation to what the reader knows. By doing this, 

it is possible to build complex constructions, where several types of things are 

different but still the world is familiar to us. The other reason is that even when the 

world is known, often the key point is in providing a protagonist-specific point of 

view. For example, the way the protagonist interprets his or her surroundings may be 
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unconventional and this may be the key to the whole story (as in e.g. McGrath’s 1990 

Spider.) 

Thus, the central strategic choices an author makes in creating a setting include 

at least the selection of the lexical information which connects the text to those aspects 

of the world the authors wants to focus on (cf. Chapter 5), the way to establish the 

point of view (cf. Chapter 7) and the way to trigger the frame without being too 

explicit (cf. Chapters 3 and 6) and the way to manipulate the frame (cf. Chapter 7) by 

focusing on the experience and observation at the same time.  
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9. Summary and Conclusions 
 
Several researchers, including Labov & Waletsky (1967), Rumelhart (1975: 213) and 

van Dijk (1980), view setting as a text-initial, mainly text-structural macro-unit that 

describes the starting point and surroundings for a story by providing the main 

characters, spatial and temporal location, and other necessary background information 

needed for the forthcoming episodes. Based on the analysis of 150 text beginnings of 

English written narrative fiction (see Chapter 2 for material and methods), I claim 

that settings (definition in Section 4.1) vary more than is previously stated (cf. 

discussion in Chapter 4). This variation is based on an interaction of several textual 

factors, including e.g. (a) textual structure, (b) the relationship between the narrator, 

the protagonist and other characters, (c) thematic emphasis and (d) the layer 

emphasized.   

When the spatio-temporal setting is investigated as a textual macro-unit, the 

data reveals that a clearly separate setting is not a norm in narrative fiction. In only 

37% of the texts was there a clearly separate setting while nearly half the settings, 

45%, were established gradually or integrated into the text. Thus, the setting should 

not be seen as a text-structural macro-unit only. 

Also the relationship between the narrator and the protagonist varies. Settings 

differ in relation to whether the world is viewed from within (e.g. by a first person 

narrator) or described by a more distant, external narrator (other than the protagonist), 

and whether the focus is on characters, action or surroundings. The choice of tense, 

point of view (marked by e.g. first and third person narrators) either within the same 

spatio-temporal frame or outside it (partly marked by tense) has an influence on how 

the spatio-temporality needs to be maintained.  

The thematic focus can be either based on a single theme or a combination of 

themes. In the corpus, the thematic focus was clearly on the most important elements 

of the setting, including characters, space and time – but also action. Certain themes, 

especially characters and space, were clearly more relevant than others for most 

settings. In 82 out of 150 settings characters were among the core themes, in 60 

settings space and in 52 settings action, roughly half of these in various types of 

thematic combinations, while time occurred as a thematic focus in only 15 texts, 14 of 

which had a combined thematic focus. 
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The thematic analysis of the material revealed that there are two conventional 

main options for beginning a story: either by focusing on (1) space or (2) characters 

and/or action. A set of other properties tend to follow this choice. For instance, space-

oriented settings (e.g. Pudd’nhead Wilson by Twain, 1894) are slightly more often 

separate, since the surroundings are thematically foregrounded, while in character 

and action-oriented settings the spatio-temporal aspects of the setting are established 

gradually or integrated into the text. However, the most central properties of the whole 

story are the characters and the action and for this reason both time and space are 

typically more or less connected to these at some point.  

There were also different interfaces, which I called layers, in relation to which 

the themes can be established. These layers were investigated both in the settings and 

as a motivational criteria behind spatial and temporal sublexicons. Each layer, the 

mental, the physical and the socio-cultural, focuses on different aspects of the world. 

Just like with the themes, these layers occur in settings both as combinations and as 

single dominating layers. Just like the core themes, the layers were contrasted with 

other textual properties. 

The prototypical setting built in relation to the mental layer focuses on 

characters (e.g. Moby Dick by Melville, 1851; Forrest Gump by Groom, 1994), which 

means that the spatio-temporal environment is built gradually or integrated into the 

story. The frames occurring with these settings scatter relatively evenly around 

indoors, outdoors or neutral.  

The physical layer (e.g. 2010: Odyssey Two by Clarke, 1982; The Inheritors 

by Golding, 1955) is prototypically provided as a separate setting, where the thematic 

emphasis is either on space or a thematic combination and the frame is located 

outdoors. Especially male-dominated genres, like adventures, war and horror stories, 

historical stories and science fiction, tend to focus on physical surroundings. 

In written narrative fiction, the focus is often on characters rather than 

surroundings. In settings with emphasis on the socio-cultural layer (Emma by Austen, 

1816; The Devil’s Novice by Peters, 1995), the portion of settings focusing on 

characters is even higher than in settings focusing on the other layers. However, the 

prototypical representative of a socio-culturally oriented setting also has more 

thematic combinations than the mentally or physically oriented settings. The 

percentage of the settings which focus on the socio-cultural layer is higher especially 
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in action-oriented texts and with settings located indoors. In general, the socio-cultural 

layer is relatively common in all genres, with authors of different ethnic and cultural 

backgrounds, and during all periods of time investigated.     

This variation which occurs in textual structure, in the relationships between 

the narrator and the characters, in thematic emphasis and in the layers clearly indicates 

that setting is a unit of textual meaning which is tied to the discourse strategy chosen 

for a specific type of a text rather than merely a text-structural macro-unit. Since the 

setting is clearly more about semantic and pragmatic issues than about textual 

structure, the next question is how the spatio-temporal textual meaning is actually 

established. For this reason, the interaction between the textual content and the lexicon 

was investigated (see Chapter 5). The textual analysis of the settings was contrasted 

with what the lexicon provides, with the frames presented and with the lexical and 

textual means by which these frames are evoked and modified. 

Frames were specified slightly differently than in Minsky (1975, 1977, 1980) 

who sees them as “a data-structure for representing a stereotyped situation” in the 

long-term memory and Emmott (1997) who sees them as “a mental store of 

information about the current context”. For me, a frame is a textual representation of 

a prototypical situation together with the attached spatial and/or temporal 

surroundings. Thus, a frame need not be e.g. an exact replica of the mental data-

structure stored in the long-term memory. In written narrative fiction it seldom is. 

For the detection of the frames, both a lexical and a textual analysis was 

needed. Based on the analysis, I claim that the same mental, socio-cultural and 

physical layers clearly motivate lexical classes and function as different types of 

interfaces in relation to which the setting is established.  

However, before reaching this conclusion, I had to resolve some problems 

with the lexical material I was using. The WordNet lexical material was not useful as 

such. Distinctions based on lexical relations within the lexicon as locations, artefacts 

and objects used in WordNet did not capture the essential contextual, functional or 

other properties investigated in the present work. For example, in WordNet a canal is 

an artefact and a river is an object, but these are not listed as e.g. locations, even 

though they both function at least as borders and paths. A river is a central part of the 

physical environment while a canal is a part of the socio-cultural surroundings. Thus, 

the original WordNet classification was relatively rough for my purposes and the 
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classification into synsets is based on partly overlapping, partly differently motivated 

categories, derived from the general inheritance structure of the lexical properties 

within the lexicon as a context-free module. For example, Africa and New York Bay 

are objects and beauty shop, Brooklyn Bridge and canal artefacts in WordNet. It is 

clear that all these name a frame which also functions as a location, even though 

WordNet does not classify them as locations. On the other hand, e.g. horoscopes are 

listed as locations.  

In order to find out which lexemes can actually be used as frames, rather than 

using this WordNet classification as such, I reclassified the noun lexicons, containing 

nearly 20 000 lexemes, based on whether they can be used as spatial or temporal 

frames, rather than whether they inherit the hyperonymic property of being an object 

or an artefact. Basically, this means that for text and discourse purposes WordNet 

could not be used as such.  

After reclassifying space-related lexemes from WordNet, I searched for 

additional motivational criteria behind the sublexicons. This is not a part of WordNet, 

but is relevant when textual uses of these lexemes are considered. My classification 

(which focuses on the spatio-temporal lexicon only) is based on the classificatory 

criteria with respect to the interface the sublexicon has in relation to the layers. The 

lexical analysis revealed that the central parameters behind the layers (as they are 

lexicalized) are different by nature, both for time and for space.  

Even though some verbs (like skate, ski, dive, drive, and rain) are frame 

sensitive, I focused on the noun sublexicons, which are the richest source for spatial 

and temporal, frame-related information (see Appendix VI for the distribution of noun 

and verb sublexicons in WordNet). It was also natural to focus on nouns, since a large 

part of the verbs denote action, motion etc. within a frame rather than evoke or name 

it. And, a large part of the structural information marks relations between named 

entities rather than spatial or temporal locations. However, once the setting is 

established, the interaction between the lexicon, morphology (e.g. tense, aspect, and 

mood) and syntax – especially in the relationship between verbs and frames – 

becomes more relevant in detecting changes in spatio-temporal surroundings. For the 

setting, the emphasis is on lexical cohesion, co-text, encyclopedic knowledge and 

general coherence. (For exceptional setting types, see Section 6.4.)    
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How, then, is the content (i.e. textual meaning) transmitted? In order to find 

out, the lexical analysis was contrasted with the analysis of text beginnings. At the 

beginning of a text, the setting can be established explicitly or implicitly. In the latter 

case, the mechanism by which it can be triggered and modified proved to be 

interesting. There are several things which need to be taken into account here, 

including the nature of the frames used for the textual representation, the triggers used 

for evoking them and the co-textual means for modifying the contextual information 

associated with frame triggers. 

Textual analysis also revealed that some lexemes clearly name frames while 

others function as frame triggers, i.e. evoke frames (see Section 3.2.1 for definitions 

and Chapter 6 for discussion). For example, a word like writing-table is prototypically 

associated with specific types of environments and thus also with specific frames. A 

large part of the spatial and temporal information is transmitted by expressions which 

are not primarily spatial or temporal. The present study shows the relevance of the 

contextual interaction of the frame triggers, not only in creating coherence and 

cohesion, but also as an important part of establishing the referential surroundings in 

relation to encyclopedic knowledge. For example, the layer in relation to which the 

setting is established clearly matters, since the same layers motivate lexical classes 

and are connected with different layer-specific discourse strategies. 

For the above-mentioned reasons, the traditional Fregean (1892) truth- and 

reference-oriented explicit compositionality, according to which the way words are 

combined into phrases and phrases into sentences determines the meaning of a 

sentence, needs to be remodelled to cover the relationship between the encyclopedic 

knowledge and co-textual information (cf. Pitkänen 2001b). Textual meaning is 

clearly not just about explicit information provided in the text but also about 

manipulating the knowledge it evokes. The setting is based on a complex contextual 

manipulation of encyclopedic knowledge for a text-specific representation.  

Some settings are based on relatively simple frames while others rely on a 

more complex compositional whole based on several interacting frames. These 

complex constructions I call compositional frames (see 3.2.2 for a definition). They 

are also the core of my definition of the setting as the compositional frame, which 

defines a situation and surroundings in a world depicted by the text in relation to 

encyclopedic knowledge and specifies the preliminary key properties of this world. 
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Even though settings differ in how complex the compositional frames are, the overall 

spatio-temporal coherence consists of several cohesive layers of thematic continuities 

based on horizontal compositionality of characters, space, action, and time built 

around the episodic developments gradually creating vertical compositionality. (For 

definitions, see Section 3.2.2.) 

I also described the common spatial and temporal frames and frame triggers 

used in the settings of my corpus. For space as well as time, there were both local and 

global frames. The spatial frames used in the corpus can be classified into five main 

types. One third of the settings were based on outdoors frames, and one third on 

indoors frames. The rest were based on dual or dynamic frames or were neutral in 

this respect. The temporal frames were mainly either biographical (character-

oriented), historical (socio-cultural) or based on physical aspects of the surroundings 

(daily cycle, seasons etc.). Since the story is episodic by nature, the temporal 

equivalent of the dynamic spatial frame is inbuilt in the text even when it is not 

marked by a temporal shift or a larger transition, and the corresponding temporal 

version of the dual frame was mainly discussed as a discourse profile, since in English 

it is often based on the use of a combination of e.g. the present and the past tenses, 

which together with the selction of first or third person narration is used for distancing 

the narrator from what is being described.  

In general, the classification of frames to a large extent matches with the 

lexical classes. However, the analysis showed that when the spatial frames occurring 

in settings are contrasted with the lexicon and the potential options available, the use 

of frames is not at all as varied and rich as one might assume. Narrative fiction often 

begins with a relatively familiar and a conventional frame which is later developed 

further or there are more exotic or complex compositional frames that take more time 

to develop. When the setting is based on a conventional frame shared by the writer 

and the readers, less textual information is needed for establishing it, thus providing 

more textual space for building the character, action and the plot.     

Even though structurally encoded temporal relations are important both for 

maintaining and manipulating the temporal layers of the story, time is rarely a 

thematically dominating property. Yet, there are several types of temporality relevant 

for the story: the biographical past of the characters, the local (day, part of the day, 

etc.) and global (e.g. season) temporal frames and the socio-cultural, historical 
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temporal location. It is possible to construct both local and global temporal frames in 

relation to physical or socio-cultural layer. However, there seems to be a tendency of 

tying the local temporal frames to the characters’ time-sensitive socio-cultural 

activities (like preparing breakfast) whereas the global temporal frame is constructed 

through the sensing of seasonal changes in the physical environment (e.g. sense of 

coldness, seeing snow, and warmth of the sun). Even though there are numerous 

options available for doing this, the same types of conventional frames and frame-

triggers seem to occur more than others – just like with spatial frames. 

The frame types tend to co-occur with certain textual parameters. For example, 

the prototypical indoors frame (e.g. Nemesis by Christie, 1971) tends to be character 

and/or action-oriented, focus on socio-cultural layer and these settings are established 

gradually or integrated into the rest of the text, while the outdoors frames tend to 

occur in separate, space-oriented settings, either cultural (e.g. The Voyage Out by 

Woolf, 1915) or geographical (e.g. “The Road to the Sea” by Clarke, 1950). Spatial 

dual frames are associated with either vehicles or windows and dynamic frames with 

motion.  

For both time and space, there may be explicit spatial and/or temporal 

information in the text in addition to the frame triggers, but in some cases it is 

provided as attributes rather than adverbials or prepositional phrases. In these cases, 

the co-text determines whether the attribute also triggers the frame or whether it is a 

description of e.g. origin, possession, type or something else. In these cases, especially 

the role of the head noun matters. For example, California in hot California sun is 

more likely to function as a trigger than in sun-dried California raisins or red 

California wines. 

There were also several exceptional settings, where for example a prototypical 

frame trigger failed to evoke the frame, e.g. because there are analogical, contrasted or 

metaphorically connected frames or the frame trigger is a part of a description (for 

other types, see Section 6.4). These exceptional settings show that creating a setting is 

not merely a question of naming a frame or evoking it. The relationship these have to 

the co-text and context needs to be taken into account as well. What matters is the 

coherence based on the text and what is known in relation to this text. This is why I 

consider the setting to be an important part of textual meaning (see Section 3.1 for 



 171

the definition). For textual meaning, both text and encyclopedic knowledge (which 

may be manipulated by the text) are needed. 

Textual meaning is not limited to what we know of the world. A character-

specific point of view or even completely new and exotic surroundings can be created 

by what I call linguistic painting (see discussion in Chapter 7). I define linguistic 

painting as the co-textual manipulation of information provided by frame triggers in 

order to evoke and modify frames and compositional frames and to provide the reader 

with a coherent textual meaning with a textually established point of view. Linguistic 

painting is typically associated with an external observer-narrator, describing the real 

or an imagined physical or socio-cultural situation and surroundings – as it is observed 

and/or experienced either by the narrator or the protagonist. Also some of the other 

parameters discussed earlier tend to be associated with linguistic painting. For 

example, linguistic painting is more common in separate settings (58%) than in 

gradual or integrated settings (41%), partly because it is more typical in texts focusing 

on space than characters. The material indicated that there are also some genre-

specific differences.  

The present work focused specifically on the variation and various correlations 

between several text-internal properties. The selection of these parameter clusters 

based on age, sex, time of writing the book or the author’s cultural background 

deserves a separate study. However,  based on the preliminary analysis of the present 

corpus, there seem to be some differences in how male and female authors of different 

cultural backgrounds set their stories at different periods of time. However, more 

contrastive work on the influence of various text-external properties is needed for 

confirming the selectional preferences of the parameters described in the present 

work. The focus here has been on the interaction of the text-internal parameters, the 

description of the central setting types and the functioning of textual meaning. I have 

clearly illustrated how there is more variation between setting types and shown that 

this variation is not random. It is based on the strategy selected for telling the story 

and these different strategies are linked to specific kinds of textual properties and 

parameter clusters. Based on the parameters and parameter clusters described (e.g. 

setting type, the use of linguistic painting, thematic emphasis, layer type, frame type, 

discourse type), settings can be classified into several types of sub-groups (see 

Appendix IV). And, based on the analysis of both the settings and the spatio-temporal 
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sublexicons, I have also classified common frame types and investigated the textual 

means for evoking and modifying them. 

To sum up, there are several options for providing spatial and temporal 

information:  

(1) The frame can be explicitly stated, e.g. using a spatial or a temporal adverbial and 
lexical information. 
(2) The frame can be given implicitly, by using frame triggers. 
(3) The setting can be based on several interconnected frames, i.e. a complex 
compositional frame, which is established already at the beginning of the narrative. 
(4) The frame can be co-textually modified or attached to a specific point of view by 
using linguistic painting. 
 
The textual analysis also revealed that there are some general principles 

governing the creation of a setting in written narrative fiction. For this reason, I 

suggested (in Chapter 8) that in addition to the traditional principle of show; don’t tell 

three additional operational principles are needed: 

Principle of textual compositionality: Aim at general coherence. Link the frames 
and compositional frames together for a more global textual meaning and tie the 
characters and action to this coherent whole. 
 
Focusing principle: Focus either on the surroundings or the characters and their 
actions. 
 
Principle of linguistic painting: Use textual compositionality to create a descriptive 
illusion based on reality and modify it in accordance with the needs of the story and 
establish textual guidelines for the reader to resolve the mismatch between 
encyclopedic knowledge and the information provided by the text. 
 
Several hypotheses for further investigation emerge from my work. They 

include at least the following: 
Hypothesis (1): Since there are genre-specific differences and differences in settings 
focusing either on space or on characters/action, settings should be investigated as a 
discourse strategy rather than a text-structural macro unit. As a discourse strategy, there 
might be some language- and culture-specific differences in the use of linguistic painting 
in the creation of the setting. If there are some basic cognitive processes behind it, the 
basic discourse strategies used should not differ dramatically from one language and 
culture to another – unless the textual conventions are borrowed and imitated from the 
original source of the genre. For this purpose, typological, contrastive studies of 
narratives with a relatively large corpus on different languages and cultures at different 
periods of time would be needed.  
 
Hypothesis (2): The discourse strategies described in this work are at least partly 
connected to some general cognitive processes in presenting an illusion of a subjective 
experience – but as discourse strategies they are specific to equivalents of written 
narrative fiction where the experiencing itself is transmitted by language. However, the 
psycholinguistic validity needs to be empirically investigated, i.e. whether it is just a 
discourse strategy or also a cognitive process. Additionally, a group of professional 
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authors should also be consulted in order to determine the extent to which they use this 
strategy consciously – and are trained to do so. 
 
Hypothesis (3): Linguistic painting as a diachronic innovation has emerged with the 
evolution of projected illusion of self. It has been further developed with the emergence 
of other visual media. The diachronic development of the setting and especially linguistic 
painting should be investigated with a larger corpus and in relation to the development of 
other, especially visual media (e.g. movies). 
 
Hypothesis (4): If a culture has developed literature where the reader is presented with 
an illusion of a projected self, the principles described in the present work should be 
valid for that culture. If this culture focuses on the episodes rather than the illusion of 
experience, general principles are not necessarily needed. The human scale in linguistic 
painting is relevant for texts presenting an illusion of an experience. Written narrative 
fiction is like this. However, in e.g. mainly spoken cultures, the focus may well be on 
episodes rather than the experience. This difference can be seen even in the Western 
cultures, when fairy tales are contrasted with short stories or novels. 
 
Hypothesis (5): In addition to the setting, frame triggers have a crucial role in the 
maintenance and modification of the spatio-temporal surroundings throughout the rest of 
the story. For this purpose, the role of frame triggers in chapter-internal spatio-temporal 
continuity and in transitions between chapters and connected volumes should be 
investigated in detail. For this investigation, more work on the relationship between the 
lexicon and syntax in the maintenance and modification of textual coherence is needed.    
 
Hypothesis (6): By adding frame-related information and information of frame triggers 
to WordNet-type machine-readable lexical databases, the whole could be used as a basis 
for textual tools for the detection of frames and the maintenance of  cohesion and 
coherence (and thus also for investigating textual units and structures) more efficiently 
than is possible with the current information available. In addition to this information, 
some co-textual frame trigger specific rules for exceptional cases would be needed. This 
hypothesis can be tested by implementing the information discussed in my work and by 
empirically testing it on machine-readable texts. As a tool, it would be valuable for a 
number of other types of space- and time-related implementations.   

 
By investigating settings, I have investigated text-based interaction and the 

relationship meaning has to encyclopedic knowledge in creating imagined worlds or 

imaginary experiences to which the reader would not otherwise have access. The 

analysis revealed several new insights into what a setting is and how it functions, and 

also into linguistic spatio-temporality and the nature of textual meaning in general. I 

have also shown that since textual meaning is partly based on the text and partly on 

encyclopedic knowledge, semantic descriptions should be considered not only in 

relation to the lexicon, the syntactic and textual structures and the propositional 

context, but also in relation to discourse.  



 I

References 
 
Allén, Sture (ed.) 1989. Possible Worlds in Humanities, Arts and Sciences. Proceedings of 

Nobel Symposium 65. Research in Text Theory. Walter de Gruyter. Berling & New York. 
Auer, Peter 1995. “Context and Contextualization.” Jef Verschueren, Jan-Ola Östman & Jan 

Blommaert (eds.) Handbook of Pragmatics. John Benjamins Publishing Company. 
Amsterdam & Philadelphia. 

Bache, Carl 1982. “Aspect and Aktionsart: towards a semantic distinction.” Journal of 
Linguistics, vol. 18. (57-72.) 

Bache, Carl, Hans Basbøll & Carl-Erik Lindberg 1994 (eds.). Tense, Aspect and Action: 
Empirical and Theoretical Contributions to Language Typology. Mouton de Gruyter. 
Berlin, New York. 

Bach, Emmon 1981. “On Time, Tense, and Aspect: An Essay in English Metaphysics.” Cole 
(ed.) Radical Pragmatics. Academic Press. New York, London, Toronto, Sydney, San 
Francisco. 

Bakhtin, M.M. 1996 (1981). “Forms of Time and of the Chronotope in the Novel.” Michael 
Holquist (ed.) The Dialogic Imagination. Four Essays by M. M. Bakhtin. (Transl. by Caryl 
Emerson and Michael Holquist). Slavic Series, no. 1. University of Texas Press. Austin 
and London. (84-258.) 

Bakhtin, M.M. 1996 (1981). “Discourse in the Novel.” Michael Holquist (ed.) The Dialogic 
Imagination. Four Essays by M.M. Bakhtin. University of Texas Press. Austin. (259-422.) 

De Beaugrande, R(obert) 1980. Text, Discourse, and Process: Toward a Multidisciplinary 
Science of Texts. Longman. London. 

De Beaugrande, Robert 1984. Text Production. Toward a Science of Composition. Advances 
in Discource Processes, Vol. XI. Ablex Publishing Corporation. Norwood, New Jersey. 

De Beaugrande, Robert 1993. “Discourse Analysis and Literary Theory: Closing the Gap.” 
JAC 13.2. http://jac.gsu.edu/jac/13.2/Articles/8.htm. 

De Beaugrande, Robert 1995. “Text Linguistics.” Jef Verschueren, Jan-Ola Östman & Jan 
Blommaert (eds.) Handbook of Pragmatics, Manual. John Benjamins Publishing 
Company. Amsterdam & Philadelphia. 

Beckwith, Richard, George A. Miller, and Randee Tengi 1993. “Design and Implementation 
of the WordNet Lexical Database and Searching Software.” Miller et al. 5papers.ps 
(http://www.cogsci.princeton.edu/~wn/). 

Bennett, David C. 1975. Spatial and Temporal Uses of English Prepositions: An Essay in 
Stratificational Semantics. Longman. London, Beccles and Colchester. 

Berman, Ruth A. and Dan Isaac Slobin (eds.) 1994. Relating Events in Narrative: A 
Crosslinguistic Developmental Study. Lawrence Erlbaum Associates, Publishers. Hillsdale, 
New Jersey & Hove, UK. 

Bertinetto, Marco, Valentina Bianchi, James Higginbotham & Mario Squartini (eds.) 1995. 
Temporal Reference Aspect and Actionality. Vol. 1. Semantic and Syntactic Perspectives. 
Rosenberg & Sellier. Torino. 

Bertinetto, Pier Marco, Valentina Bianchi, Östen Dahl, Mario Squartini (eds.) 1995. 
Temporal Reference, Aspect and Actionality. Vol. 2. Typological Perspectives. Rosenberg 
& Sellier. Torino. 

Biber, Douglas 1991 (1988). Variation across speech and writing. Cambridge University 
Press. Cambridge, New York, Port Chester, Melbourne & Sydney. 

Björklund, Martina & Tuija Virtanen 1991. “Variation in Narrative Structure: A Simple 
Text vs. an Innovative Work of Art.” Eija Ventola (ed.) Approaches to the Analysis of 
Literary Discourse. Åbo Academy Press. Turku. 

Björklund, Martina 1993. Narrative Strategies in Cechov’s The Steppe. Cohesion, Grounding 
and Point of View. Åbo Akademi University Press. Turku. 

Björklund, Martina 1995. “Subjectivity and Organization in Narrative Discourse.” B. 
Wårvik, S-K. Tanskanen & R. Hiltunen (eds.) Organization in Discourse. Proceedings 
from the Turku Conference. Anglicana Turkuensia 14. Turku. (167-173.) 



 II

Blamires, Harry 1974. A Short History of English Literature. Methuen. London. 
Bloom, Paul, Mary A. Peterson, Lynn Nadel, and Merrill F. Garrett (eds.) 1996. Language 

and Space. A Bradford Book. The MIT Press. Cambridge, Massachusetts & London, 
England. 

Blust, Robert 1997. “Semantic Change and the Conceptualization of Spatial Relationships in 
Austronesian Languages.” Gunter Senft (ed.) Referring to Space. Studies in Austronesian 
and Papuan Languages. Clarendon Press. Oxford. 

Bobrow, Daniel G. & Allan Collins (eds.) 1975. Representation and Understanding. 
Language, Thought, and Culture. Advances in the Study of Cognition. Academic Press. 
New York, San Francisco & London. 

Bransford, John D. & Nancy S. McCarrell 1979. “A sketsch of a cognitive approach to 
comprehension: some thoughts about understanding what it means to comprehend.” P. N. 
Johnson-Laird & P. C. Wason (eds.) Thinking: Readings in Cognitive Science. Cambridge 
University Press. Cambridge, London, New York, Melbourne. (377-399.)     

Brown, Gillian  and George Yule 1983. Discourse analysis. Cambridge University Press. 
Cambridge. Cambridge, London, New York, New Rochelle, Melbourne, Sydney. 

Brown, Penelope 1991. Spatial conceptualization in Tzeltal. Working paper no. 6. Cognitive 
Anthropology Research Group, Max Planck Institute for Psycholinguistics, Nijmegen. 

Brown, Penelope & C. Stephen Levinson 1993. Explorations in Mayan cognition. Working 
Paper no. 24. Cognitive Anthropology Research Group, Max Planck Institute for 
Psycholinguistics, Nijmegen. 

Bruder, Gail A. 1995. “Psychological Evidence That Linguistic Devices Are Used by 
Readers to Understand Spatial Deixis in Narrative Text.” Judith F. Duchan, Gail A. Bruder 
& Lynne E. Hewitt (eds.) Deixis in Narrative: A Cognitive Science Perspective. Lawrence 
Erlbaum Associates, Inc. Hillsdale, New Jersey & Hove, UK.(243-260.) 

Bruder, Gail A. & Janyce M. Wiebe 1995. “Recognizing Subjectivity and Identifying 
Subjective Characters in Third-Person Fictional Narrative.” Judith F. Duchan, Gail A. 
Bruder & Lynne E. Hewitt (eds.) Deixis in Narrative: A Cognitive Science Perspective. 
Lawrence Erlbaum Associates, Inc. Hillsdale, New Jersey & Hove, UK. (341-356.) 

Bybee, Joan & William Pagliuca & Reverence Perkins 1994. Evolution of Grammar. The 
grammaticization of tense, aspect and modality in the languages of the world. The 
University of Chicago Press. Chicago & London.  

Bublitz Wolfram, Uta Lenk & Eija Ventola 1999. Coherence in Spoken and Written 
Discourse. John Benjamins Publishing Company. Amsterdam & Philadelphia. 

Campbell, John 1994. Past, Space and Self. A Bradford Book. The MIT Press. Cambridge, 
Massachusetts; London, England. 

Cann, Ronnie 1993. Formal Semantics. Cambridge University Press. Cambridge.  
CCED. Sinclair, John et al. 1995. Collins Cobuild English Dictionary. New Edition. The 

University of Birmingham. HarperCollins Publishers. London. 
Chafe, Wallace 1973. “Language and Memory.” Language, 49, 2. (261-281.) 
Chafe, Wallace 1977. “The Recall and Verbalization of Past Experience.” Roger Cole (ed.) 

Current Issues in Linguistic Theory. Indiana University Press. Bloomington & London. 
(215-246.) 

Chafe, Wallace 1994. Discourse, Consciousness, and Time: The Flow and Displacement of 
Conscious Experience in Speaking and Writing. The University of Chicago Press. Chicago 
& London. 

Chatman, Seymor 1978. Story and Discourse. Narrative Structure in Fiction and Film. 
Cornell University Press. Ithaca & London. 

Collins Cobuild English Dictionary. New Edition. HarperCollins. London. 
Comrie, Bernard 1976. Aspect. Cambridge University Press. Cambridge, London, New York, 

New Rochelle, Melbourne & Sydney. 
Comrie, Bernard 1985. Tense. Cambridge  University Press. Cambridge, London, New York, 

New Rochelle, Melbourne & Sydney. 



 III

Cooper, Marilyn M. 1982. “Context as Vehicle: Implicatures in Writing.” Martin Nystrand 
(ed.) What Writers Know. The Language, Process, and Structure of Written Discourse. 
Academic Press. New York, London, Toronto, Sydney, San Francisco. 

Crossley, Nick 1996. Intersubjectivity. The Fabric of Social Becoming. Sage. London, 
Thousand Oaks & New Delhi. 

Cruse. D. A. 1991 (1986). Lexical Semantics. Cambridge University Press. Cambridge, New 
York, Port Chester, Melbourne, Sydney. 

Crystal, David 1991 (1980). A Dictionary of Linguistics and Phonetics. Third Edition. Basil 
Blackwell. Oxford, UK & Cambridge, USA.  

Dahl, Östen 1985. Tense and Aspect systems. Basil Blackwell. Oxford & New York. 
De Beaugrande -> Beaugrande 
van Dijk, Teun A. (ed.) 1976. Pragmatics of Language and Literature. North-Holland Studies 

in Theoretical Poetics. North-Holland. Amsterdam & Oxford. 
van Dijk, Teun A. (ed.) 1985. Handbook of Discourse Analysis. Vol. 3. Discourse and 

Dialogue. Academic Press. London, Orlando, San Diego, New York, Toronto, Montreal, 
Sydney & Tokyo. 

van Dijk, Teun A. (ed.) 1985. Handbook of Discourse Analysis. Vol. 4. Discourse Analysis in 
Society. Academic Press. London, Orlando, San Diego, New York, Toronto, Montreal, 
Sydney & Tokyo. 

van Dijk, Teun A. 1977. Text and Context: Explorations in the Semantics and Pragmatics of 
Discource. Longman. London & New York. 

van Dijk, Teun A. 1980. Macrostructures. Lawrence Erlbaum Associates. Hillsdale, New 
Jersey. 

van Dijk, Teun A. 1981. Studies in the Pragmatics of Discourse. Mouton. The Hague, Paris & 
New York. 

van Dijk, Teun A. and W. Kintsch 1983. Strategies of Discourse Comprehension. Academic 
Press. New York, London, Paris, San Diego, San Francisco, São Paulo, Sydney, Tokyo & 
Toronto. 

Doležel, Lubomír 1989. “Possible Worlds and Literary Fictions.” Sture Allén (ed.) Possible 
Worlds in Humanities, Arts and Sciences: Proceedings of Nobel Symposium 65. Research 
in Text Theory 14. Walter de Gruyter. Berlin & New York. (221-242.) 

Dowty, David R. 1979. Word Meaning and Montague Grammar. D Reidel Publishing 
Company. Dordrecht, Boston & London. 

Dowty, David R. 1982. “Tenses, time adverbs, and compositional semantic theory.” 
Linguistics and Philosophy, 5. (23-55.) 

Duchan, Judith F., Gail A. Bruder & Lynne E. Hewitt (eds.) 1995. Deixis in Narrative: A 
Cognitive Science Perspective. Lawrence Erlbaum Associates, Inc. Hillsdale, New Jersey 
& Hove, UK. 

Duchan, Judith F. 1995. “Preschool Children’s Introduction of Characters Into Their Oral 
Stories: Evidence for Deictic Organization of First Narratives.” Judith F. Duchan, Gail A. 
Bruder & Lynne E. Hewitt (eds.) Deixis in Narrative: A Cognitive Science Perspective. 
Lawrence Erlbaum Associates, Inc. Hillsdale, New Jersey & Hove, UK. (227-241.) 

Dummett, Michael 1993. “Frege’s Distinction between Sense and Reference.” Hans Sluga, 
(ed.) The Philosophy of Frege. Vol. 4. Sense and Reference in Frege’s Philosophy. Garland 
Publishing, Inc. New York & London. (204-232.) 

Ehrlich, K. 1982. “Anaphora and Deixis: Same, Similar, or Different?” Jarvella & Klein 
(eds.) Speech, Place, and Action. John Wiley and Sons, Ltd. Chichester.    

Ehrlich, K. & P.N. Johnson-Laird 1982. “Spatial descriptions and referential continuity.” 
Journal of Verbal Learning and Verbal Behaviour, 21. (296-306.) 

Ehrlich, Kate 1980. “Comprehension of Pronouns.” Quarterly Journal of Experimental 
Psychology, 32. (247-255.) 

Ehrlich, Susan 1990. Point of View: A Linguistic Analysis of Literary Style. Routledge. 
London and New York.  



 IV

Eilan, Naomi, Rosaleen McCarthy & Bill Brewer (eds.) 1993. Spatial Representation: 
Problems in Philosophy and Psychology. Blackwell. Oxford, UK & Cambridge, USA. 

Emmott, Catherine 1995. “Consciousness and Context-Building: Narrative Inferences and 
Anaphoric Theory.” Keith Green (ed.) New Essays in Deixis: Discourse, Narrative, 
Literature. Costerus New Series 103. Rodopi. Amsterdam-Atlanta. (81-97.) 

Emmott, Catherine 1997. Narrative Comprehension. A Discourse Perspective. Clarendon 
Press. Oxford. 

Emmott, Catherine 1999. “Embodied in a constructed world. Narrative processing, 
knowledge representation and indirect anaphora.” Karen van Hoek, Andrej A. Kibrik & 
Leo Noordman (eds.) Discourse Studies in Cognitive Linguistics. Current Issues in 
Linguistic theory. John Benjamins Publishing Company. Amsterdam/Philadelphia. 

Enkvist, Nils Erik 1974. “Style and Types of Context.” Nils Erik Enkvist (ed.) Reports on 
Text Linguistics: Four Papers on Text, Style and Syntax. Meddelanden från Stiftelsens för 
Åbo Akademi Forskningsinstitut, NR 1. Turku. 

Enkvist, Nils Erik 1975 (1974). Tekstilingvistiikan peruskäsitteitä. Gaudeamus. Helsinki.  
Enkvist, Nils Erik 1989. “Connexity, interpretability, universes of discourse, and text 

worlds.” Sture Allén (ed.) Possible Worlds in Humanities, Arts and Sciences: Proceedings 
of Nobel Symposium 65 (Research in Text Theory 14). Walter de Gruyter. Berlin & New 
York. (162-186.) 

Enkvist, Nils Erik & Viljo Kohonen (eds.) 1976. Reports on Text Linguistics: Approaches to 
Word Order. Meddelanden från Stiftelsens för Åbo Akademi Forskningsinstitut, NR 8. 
Turku. 

Evans, Gareth 1993. “Frege.” Hans Sluga (ed.) The Philosophy of Frege. Vol. 4. Garland 
Publishing, Inc. New York & London. (233-267.)  

Fairclough, Norman 1995. Critical Discourse Analysis. The Critical Study of Language. 
Longman. London & New York. 

Fellbaum, Christiane, Derek Gross, and Katherine Miller 1993. “Adjectives in WordNet.” In 
Miller et al. 5papers.ps (http://www.cogsci.princeton.edu/~wn/). 

Fellbaum, Christiane 1993. “English Verbs as a Semantic Net.” Miller et al. 5papers.ps 
(http://www.cogsci.princeton.edu/~wn/). 

Fillmore, Charles J. 1997. Lectures on Deixis. CSLI Publications. Center for the Study of 
Language and Information. Stanford, California. 

Firbas, Jan 1995. “On the Thematic and Rhematic Layers of Text.” Brita Wårvik, Sanna-
Kaisa Tanskanen & Risto Hiltunen (eds.) Organization in Discourse. Proceedings from the 
Turku Conference. Anglicana Turkuensia 14. University of Turku. Turku. (59-72.) 

Fludernik, Monika 1993. The Fictions of Language and the Languages of Fiction. Routledge. 
London & New York. 

Fodor, Jerry A. 1987. Psychosemantics. The MIT Press. Cambridge, USA & London, UK.  
Fodor, Jerry A. 1998. Concepts. Where Cognitive Science Went Wrong? Oxford Cognitive 

Science Series. Clarendon Press. Oxford. 
Foley, William A. 1997. Anthropological Linguistics. Blackwell. Malden, USA & Oxford, 

UK. 
FrameNet. http://www.icsi.berkeley.edu/~framenet. 
Frawley, William 1992. Linguistic Semantics. Lawrence Erlbaum Associates, Publishers. 

Hillsdale, New Jersey, Hove and London. 
Frege, Gottlob 1975 (1892). “Über Sinn und Bedeutung.” Funktion, Begriff, Bedeutung. VR. 

Kleine Vandenhoek – Reihe. Göttingen. (40-65.) 
Friedman, William J. 1990. About Time: Inventing the Fourth Dimension. A Bradford Book. 

The MIT Press. Cambridge, Massachusetts; London, England. 
Galbraith, Mary 1995 “Deictic Shift Theory and the Poetics of Involvement in Narrative.” 

Judith F. Duchan, Gail A. Bruder & Lynne E. Hewitt (eds.) Deixis in Narrative: A 
Cognitive Science Perspective. Lawrence Erlbaum Associates, Inc. Hillsdale, New Jersey 
& Hove, UK. (19-59.) 



 V

Genette, Gérard 1980. Narrative discourse: An essay in method. Ithaca. Cornell University 
Press. New York. 

Gernsbacher, Morton Ann & T. Givón 1995. Coherence in Spontaneous Text. John 
Benjamins Publishing Company. Amsterdam & Philadelphia. 

Ghadessy, Mohsen 1999 (ed.). Text and Context in Functional Linguistics. Current Issues in 
Linguistic Theory. John Benjamins Publishing Company. Amsterdam/Philadelphia. 

Givón, Talmy 1982. “Tense-Aspect-Modality: The Creole Prototype and Beyond.” Paul 
Hopper (ed.) Tense-Aspect: Between Semantics and Pragmatics. John Benjamins 
Publishing Company. Amsterdam & Philadelphia. (115-163.) 

Givón, Talmy 1984. Syntax: A Functional-Typological Introduction. Vol. 1. John Benjamins 
Publishing Company. Amsterdam/Philadelphia. 

Givón, T. 2001. Syntax. Volume I. John Benjamin’s Publishing Company. 
Amsterdam/Philadelphia. 

Givón, T. 1989. Mind, Code and Context. Essays in Pragmatics. Lawrence Erlbaum 
Associates, Publishers. Hillsdale, NJ & London. 

Givón, T. 1995. “Coherence in text vs. coherence in mind.” Morton Ann Gernsbacher & T. 
Givon (eds.). Coherence in Spontaneous Text. John Benjamins Publishing Company. 
Amsterdam & Philadelphia. 

Grice, Paul 1989. Studies in the Way of Words. Harvard University Press. Cambridge, 
Massachusetts and London, England. 

Green, Keith (ed.) 1995. New Essays in Deixis: Discourse, Narrative, Literature. Costerus 
new series 103. Rodopi. Amsterdam & Atlanta. 

Gumperz, John J. 1982. Discourse Strategies. Studies in International Sociolinguistics 1. 
Cambridge University Press. Cambridge, London, New York, New Rochelle, Melbourne 
& Sydney. 

Gumperz, John J. 1992. “Contextualization and understanding.” Alessandro Duranti & 
Charles Goodwin (eds.) Rethinking context. Language as an interactive phenomenon. 
Studies in the Social and Cultural Foundations of Language 11. Cambridge University 
Press. Cambridge, New York & Melbourne. (229-252.) 

Halliday, M. A. K.  & Ruqaiya Hasan 1976. Cohesion in English. Longman. London. 
Halliday, M.A.K 1994 (1985). An Introduction to Functional Grammar. Second Edition. 

Edward Arnold. London, Melbourne,  Auckland. 
Halliday, M.A.K. 1977a. “Text as semantic choice in social contexts.” Teun A. Van Dijk & 

J.S. Petöfi (eds.) Grammars and Descriptions. De Gruyter. Berlin. (176-225.) 
Halliday, M.A.K. 1978. Language as social semiotic. The social interpretation of language 

and meaning. Edward Arnold. London. 
Halliday, M.A.K. 1999. “The Notion of ‘Context’ in Language Education.” Mohsen 

Ghadessy (ed.) Text and Context in Functional Linguistics. Series IV - Current issues in 
Linguistic Theory. Amsterdam Studies in the Theory and History of Linguistic Science. 
John Benjamins Publishing Company. Amsterdam/Philadelphia. 

Hasan, Ruqaiya & Peter H. Fries 1997 (eds.) On Subject and Theme: A Discourse Functional 
Perspective. John Benjamins Publishing Company. Amsterdam/Philadelphia. 

Haynes, John 1989. Introducing Stylistics. Routledge. London & New York. 
Heikkinen, Vesa, Pirjo Hiidenmaa & Ulla Tiililä 2000. Teksti työnä, virka kielenä. 

Gaudeamus. Helsinki. 
Heinämäki, Orvokki 1978 (1974). Semantics of English Temporal Connectives. University of 

Austin, Texas. (Reproduced by Indiana University Linguistics Club.) 
Herskovits, Annette 1986. Language and spatial cognition - An interdisciplinary study of the 

prepositions in English. Cambridge University Press. Cambridge, London, New York & 
New Rochelle. 

Hewitt, Lynne E. 1995. “Anaphor in Subjective Contexts in Narrative Fiction.” Judith F. 
Duchan, Gail A. Bruder & Lynne E. Hewitt (eds.) Deixis in Narrative: A Cognitive 
Science Perspective. Lawrence Erlbaum Associates, Inc. Hillsdale, New Jersey & Hove, 
UK. (325-339.) 



 VI

Hickmann, Maya 1995. “Discourse Organization and the Developent of Reference to Person, 
Space, and Time.” Paul Fletcher & Brian MacWhinney (eds.) The Handbook of Child 
Language. Blackwell Reference. Oxford. 

Hinrichs, Erhard 1986. “Temporal anaphora in discources of English.” Linguistics and 
Philosophy, 9. (63-82.) 

Hoey, Michael 1995a. “The Lexical Nature of Intertextuality: A Preliminary Study.” Brita 
Wårvik, Sanna-Kaisa Tanskanen & Risto Hiltunen (eds.) Organization in Discourse. 
Proceedings from the Turku Conference. Anglicana Turkuensia 14. University of Turku. 
Turku. (73-94.) 

Hoey, Michael 1995b (1991). Patterns of Lexis in Text. Oxford University Press. Oxford. 
Hoey, Michael 2001. Textual Interaction. An Introduction to Written Discourse Analysis. 

Routledge. London & New York. 
Hopper, Paul J. & Sandra A. Thompson 1980. “Transitivity in grammar and discourse.” 

Language, 56, 2. (251-299.) 
Hopper, Paul J. & Elizabeth Closs Traugott 1993. Grammaticalization. Cambridge 

University Press. Cambridge. 
Hopper, Paul J. (ed.) 1982. Tense-Aspect: Between Semantics & Pragmatics. John 

Benjamin’s Publishing Company. Amsterdam & Philadelphia. 
Jackendoff, Ray 1996. “The Architecture of the Linguistic-Spatial Interface.” Paul Bloom, 

Mary A. Peterson, Lynn Nadel, and Merrill F. Garrett (eds.) Language and Space. A 
Bradford Book. The MIT Press. Cambridge, Massachusetts & London, England. (1-30.) 

Jackendoff, Ray 2002. Foundations of Language. Brain, Meaning, Grammar, Evolution. 
Oxford University Press. Oxford, New York. 

Jarvella, R. J. and W. Klein 1982 (eds.). Speech, Place and Action. John Wiley and Sons Ltd. 
Chichester.  

Johnson, Mark 1987. The Body in the Mind: The Bodily Basis of Meaning, Imagination, and 
Reason. The University of Chicago Press. Chicago and London. 

Johnson-Laird, P. N. & P. C. Wason (eds.) 1980 (1979, 1977). Thinking: Readings in 
Cognitive Science. Cambridge University Press. Cambridge, London, New York, 
Melbourne. 

Johnson-Laird, P.N. 1982. “Propositional Representations, Procedural Semantics, and 
Mental Models.” Jacques Mehler, Edward C.T.  Walker & Merrill Garrett (eds.) 
Perspectives on Mental Representation. Experimental and Theoretical Studies of Cognitive 
Processes and Capacities. Lawrence Erlbaum Associates, Publishers. Hillsdale, New 
Jersey & London. (111-131.) 

Johnson-Laird, P. N. 1983. Mental Models. Cambridge University Press. Cambridge, 
London, New York, New Rochelle, Melbourne, Sydney. 

Johnson-Laird, P. N. 1988. “How Is Meaning Mentally Represented?” Umberto Eco, Marco 
Santambrogio & Patrizia Violi (eds.) 1988. Meaning and Mental Representations. Indiana 
University Press. Bloomington and Indiana. (99-118.) 

Johnson-Laird, Philip N. 1996. “Space to Think.” Paul Bloom, Mary A. Peterson, Lynn 
Nadel, and Merrill F. Garrett (eds.) Language and Space. A Bradford Book. The MIT 
Press. Cambridge, Massachusetts & London, England. (437-462.) 

Järvinen, Timo 1994. “Annotating 200 Million Words: The Bank of English Project.” 
Proceedings of Coling-94. Kyoto. (565-568.) 

Karlsson, Fred 1992. “SWETWOL: A Comprehensive Morphological Analyzer for 
Swedish.” Nordic Journal of Linguistics, 15. (1-45.) 

Keesing, Roger M. 1997. “Constructing Space in Kwaio (Solomon Islands).” Gunter Senft 
(ed.) Referring to Space. Studies in Austronesian and Papuan Languages. Clarendon Press. 
Oxford. 

Klein, Wolfgang & Christiane von Stutterheim 1991. “Text Structure and referential 
movement.” Sprache und Pragmatik, Arbeitsberichte 22. Lund. 

Klein, Wolfgang 1994. Time in Language. Routledge. London & New York. 



 VII

Labov, William & Joshua Waletsky 1973 (1967). “Erzählanalyse: Mündliche Versionen 
Persönlicher Erfahrung.” Jens Ihwe (ed.) Literaturwissenschaft und Lingvistik, vol. 2. 
Äthenäum. (Orig. J. Helm, ed., “Narrative analysis: oral version of personal experience.” 
Essays on the Verbal and Visual Arts. Seattle & London 1967.) 

Lakoff, George & Mark Johnson 1980. Metaphors We Live By. The University of Chicago 
Press. Chicago & London. 

Lakoff, George & Mark Johnson 1999. Philosophy in the Flesh. The Embodied Mind and Its 
Challenge to Western Thought. Basic Books. New York. 

Langacker, Ronald, W. 1998 (1997). “The contextual basis of cognitive semantics.” Jan 
Nuyts and Eric Pederson (eds.) Language and conceptualization. Language, culture and 
cognition I. Cambridge University Press. Cambridge, New York & Melbourne. (229-271.) 

Lehtonen, Mikko 1996. Merkitysten maailma. Vastapaino. Tampere. 
Levin, I. & D. Zakay 1989. Time and Human Cognition: A Life-Span Perspective. North-

Holland. Amsterdam, New York, Oxford & Tokyo. 
Levinson, Stephen C. 1983. Pragmatics. Cambridge University Press. Cambridge. 
Levinson, Stephen C. 1992. Vision, shape and linguistic description: Tzeltal body-part 

terminology and object description. Working paper no. 12. Cognitive Anthropology 
Research Group, Max Planck Institute for Psycholinguistics, Nijmegen. 

Levinson, Stephen C. 1992. Language and Cognition: The cognitive consequences of spatial 
description in Guugu Yimidhirr. Working Paper no. 13. Cognitive Anthropology Research 
Group, Max Planck Institute for Psycholinguistics, Nijmegen. 

Levinson, Stephen C. 1996. “Frames of Reference and Molyneux’s Question: Crosslinguistic 
Evidence.” Paul Bloom, Mary A. Peterson, Lynn Nadel, and Merrill F. Garrett (eds.) 
Language and Space. A Bradford Book. The MIT Press. Cambridge, Massachusetts & 
London, England. (109-170.) 

Levinson, Stephen C. 1998 (1997). “From outer to inner space: linguistic categories and non-
linguistic thinking.” Jan Nuyts and Eric Pederson (eds.) Language and conceptualization. 
Language, culture and cognition I. Cambridge University Press. Cambridge, New York & 
Melbourne.(13-45.) 

Longacre, Robert E. 1983. The Grammar of Discourse. Plenum Press. New York & London. 
Lyons, John 1977, 1983. Semantics, Vol. 1 & 2. Cambridge University Press. Cambridge, 

New York, Port Chester, Melbourne, Sydney. 
Mandler, Jean Matter 1984. Stories, Scripts, and Scenes: Aspects of Schema Theory. 

Lawrence Erlbaum Associates, Publishers. Hillsdale, New Jersey; London. 
Mandler, Jean M. 1986. “On the comprehension of temporal order.” Language and Cognitive 

Processes, 1, 4. (309-320.) 
Mandler, Jean M. 1996. “Preverbal Representation and Language.” Paul Bloom, Mary A. 

Peterson, Lynn Nadel, and Merrill F. Garrett (eds.) Language and Space. A Bradford 
Book. The MIT Press. Cambridge, Massachusetts & London, England. (365-385.) 

Marshall, William 1993. “Sense and Reference: A Reply”. Hans Sluga (ed.) The Philosophy 
of Frege. Vol. 4. Sense and Reference in Frege’s Philosophy. Garland Publishing, Inc. 
New York & London. (18-37.) 

Martin, J.R. 1999. “Modelling context. A crooked path of progress in contextual linguistics.” 
Mohsen Ghadessy (ed.) Text and Context in Functional Linguistics. John Benjamins 
Publishing Company. Amsterdam / Philadelphia. (25-61.)    

McCawley, James D. 1971. “Tense and Time Reference in English.” Fillmore & Langendoes 
(eds.) Studies in Linguistic Semantics. Hart, Rinehart and Winston. 

Mey, Jacob L. 2000. When Voices Clash. A Study in Literary Pragmatics. Mouton de Gruyter. 
Berling & New York. 

Mey, Jacob 2001. Pragmatics. An Introduction. Second Edition. Blackwell. Massachusetts & 
Oxford. 

Miller, George A. 1980, 1979. “Practical and lexical knowledge.” P. N. Johnson-Laird & P. 
C. Wason (eds.) Thinking: Readings in Cognitive Science. Cambridge University Press. 
Cambridge, London, New York, Melbourne. (400-410.) 



 VIII

Miller, George et al. 1993. 5papers.ps (http://www.cogsci.princeton.edu/~wn/). 
Miller, George 1994. Virtual Meaning. The Gustaf Stern Memorial Lectures on Semantics. 

Gothenburg Papers in Theoretical Linguistics. University of Göteborg, SSKKII, 
Departments of Linguistics, Philosophy and Psychology. Göteborg. 

Miller, George A., (ed.) 1990. “WordNet: An on-line lexical database.” International Journal 
of Lexicography, 3, 4. (235-312.) 

Miller, George A., Richard Beckwith, Christina Fellbaum, Derek Gross and Katherine 
Miller 1993. “Introduction to WordNet: An On-Line Lexical Database”. Miller et al. 
5papers.ps (http://www.cogsci.princeton.edu/~wn/). 

Miller, George A. 1993. “Nouns in WordNet: A Lexical Inheritance System”. Miller et al. 
5papers.ps (http://www.cogsci.princeton.edu/~wn/). 

Miller, George A, & Philip N. Johnson-Laird 1976. Language and Perception. Cambridge 
University Press. Cambridge, London and Melbourne. 

Minsky, Marvin 1980b (1975). “A framework for representing knowledge.” P. H. Winston 
(1975, ed.). The Psychology of Computer vision. McGraw-Hill. New York. Reprinted in 
Dieter Metzing (1980, ed.) Frame Conceptions and Text Understanding. Walter de 
Gruyter. Berlin & New York (1-25). 

Minsky, Marvin 1980 (1977). “Frame-system Theory.” P. N. Johnson-Laird & P. C. Wason 
(eds.)  Thinking: Readings in Cognitive Science. Cambridge University Press. Cambridge, 
London, New York, Melbourne.  (355-376.) 

Mourelatos, Alexander P. D. 1978. “Events, Processes, and states.” Linguistics and 
Philosophy 2. (415-434.) 

Nuyts, Jan & Eric Pederson (eds.) 1998 (1997). Language and conceptualization. Cambridge 
University Press. Cambridge, New York and Melbourne. 

Nystrand, Martin (ed.) 1982. What Writers know. The Language, Process, and Structure of 
Written Discourse. Academic Press. New York, London, Toronto, Sydney, San Francisco. 

O’Toole, Michael L. 1982. Structure, Style and Interpretation in the Russian Short Story. 
Yale University Press. New Haven and London. 

Partee, Barbara 1984. “Nominal and temporal anaphora.” Linguistics and Philosophy, 7. 
Partee, Barbara 1989a. “Deictic and anaphoric pieces of meaning.” LSA Conference on Logic 

and Linguistic, Santa Cruz. 
Partee, Barbara 1989b. “Possible worlds in Model-Theoretic Semantics: A Linguistic 

Perspective.” Sture Allén (ed.) Possible Worlds in Humanities, Arts and Sciences. 
Proceedings of Nobel symposium 65. Research in Text Theory. Walter de Gruyter. Berlin 
& New York. (92-123.) 

Pederson, Erik, Eve Danziger, David Wilkins, Stephen Levinson, Sotaro Kita & Gunter 
Senft 1998. “Semantic typology and spatial conceptualization.” Language, 74, 3. (557-
589.) 

Pederson, Eric & Jan Nuyts (eds.) 1998 (1997). Language and conceptualization. Cambridge 
University Press. Cambridge, Melbourne & New York. 

Peterson, Mary A., Lynn Nadel, Paul Bloom & Merrill F. Garrett 1996. “Space and 
Language”. Paul Bloom, Mary A. Peterson, Lynn Nadel, and Merrill F. Garrett (eds.) 
Language and Space. A Bradford Book. The MIT Press. Cambridge, Massachusetts & 
London, England. (553-578.)  

Piaget, Jean 1977C (1972). “Intellectual evolution from adolescence to adulthood.” P. N. 
Johnson-Laird and P. C. Wason (eds.) Thinking. Cambridge University Press. Cambridge, 
London, New York, Melbourne. (Originally in Human Development, 15.)  

Piaget, Jean 1962. Play, Dreams and Imitation in Childhood. (Translated by G. Gattegno and 
F. M. Hodgson.) W. W. Norton & Company, Inc. New York. 

Piaget, Jean 1976 (1954). The Child’s Construction of Reality. (Translated by Margaret 
Cook.) Routledge & Kegan Paul. London and Henley. 

Piaget, Jean 1977a (1929). The Child’s Conception of the World. (Translated by Joan and 
Andrew Tomlinson.) Paladin. Frogmore. 



 IX

Piaget, Jean 1977b (1952). The Origins of Intelligence in Chilren. (Translated by Margaret 
Cook.) International Universities Press, Inc. New York 

Piaget, Jean & Bärbel Inhelder 1967 (1948). The Child’s Conception of  Space. (Translated 
by F. J. Langdon & J. L. Lunzer.) W. W. Norton & Company, Inc. New York. 

Pitkänen, Kari K. 1996. “A Model for Resolving and Describing Spatiotemporal 
References.” Botley, Glass, McEnery and Wilson (eds.) Approaches to Discourse 
Anaphora: Proceedings of the Discourse Anaphora and Resolution Colloquim 
(DAARC96). University Centre for Computer Corpus Research on Language (UCREL). 
Technical Papers. Vol. 8. Lancaster. (180-190.) 

Pitkänen, Kari K. 1997. “Tuija Virtanen (1992): Discourse Functions of Adverbial Placement 
in English: Clause-Initial Adverbials of Time and Place in Narratives and Procedural 
Place Descriptions. Åbo Akademi University Press, Åbo. (ISBN 952-9616-20-1)” The 
Nordic Journal of Linguistics. 20, 1. (117-122.) 

Pitkänen, Kari K. 2001a. “The Role of Concept-Derivable Knowledge in Constructing 
Space-Related Textual Meaning.” Geart van der Meer & Alice G.B. Ter Meulen (eds.) 
Making Sense: from Lexeme to Discourse. Groninger Arbeiten zur germanistischen 
Linguistic (GAGL), Nr. 44, Center for Language and Cognition (RNG), RUG. Groningen. 
(148-158.) 

Pitkänen, Kari K. 2001b. “Tekstuaalinen kompositionaalisuus.” Helena Sulkala & Leena 
Nissilä (eds.) XXVII Kielitieteen päivät Oulussa 19.-20.5.2000. Acta Universitatis 
Ouluensis, B Humaniora 41. Suomen ja saamen kielen ja logopedian laitos. Oulun 
yliopisto. Oulu. (234-240.) 

Prince, Gerald 1982. Narratology. The Form and Functioning of Narrative. Janua 
Linguarum, Series Maior 108. Mouton Publishers. Berlin, New York, Amsterdam.. 

Prior, Arthur 1967. Past, Present and Future. Oxford University Press. Oxford. 
Propp, Vladimir Jakovlevic 1971 (1958). Morphology of the Folktale. University of Texas 

Press. Austin. 
Raban, J. 1979 (1968). The Technique of Modern Fiction: Essays in Practical Criticism. 

Arnold. London. 
Ray, William 1985 (1984). Literary Meaning. From Phenomenology to Deconstruction. Basil 

Blackwell. Oxford & New York. 
Regier, Terry 1996. The Human Semantic Potential: Spatial Language and Constrained 

Connectionism. A Bradford Book. The MIT Press. Cambridge, Massachusetts & London, 
England. 

Reichenbach, Hans 1966 (1947). Elements of Symbolic Logic. The MacMillan Company. The 
Free Press. New York. 

Rimmon-Kenan, Shlomith 1983. Narrative Fiction: Contemporary Poetics. Methuen. 
London and New York. 

Roget, Peter Mark 1972. The University Roget’s Thesaurus of Synonyms & Antonyms. 
London University. London. 

Rumelhart, David E. 1975. “Notes on a schema for stories.” Bobrow and Collins (eds.) 
Representation and Understanding. Academic Press. New York, San Francisco and 
London. (211-236.) 

Salzmann, Zdenek 1998. Language, Culture & Society. An Introduction to Linguistic 
Anthropology. Second Edition. WestviewPress. Boulder, Colorado & Oxford, U.K. 

Sapir, Edward 1970/1949 (1921). Language. A Harvest Book. Harcourt, Brace & World, Inc. 
New York & London. 

Saukkonen, Pauli 2001. Maailman hahmottaminen teksteinä: Tekstirakenteen ja tekstilajien 
historiaa ja analyysia. Yliopistopaino. Helsinki. 

Schank, Roger & Robert Abelson 1977. Scripts, Plans, Goals and Understanding: An Inquiry 
into Human Knowledge Structures. Lawrence Erlbaum Associates. Hillsdale, New Jersey. 

Schank, Roger C. & Robert P. Abelson 1980. “Scripts, plans, and knowledge”. P. N. 
Johnson-Laird & P. C. Wason (eds.) Thinking: Readings in Cognitive Science. Cambridge 
University Press. Cambridge, London, New York, Melbourne. 



 X

Schiffrin, Deborah 1981. “Tense variation in narrative.” Language, 57, 1. 
Schiffrin, Deborah 1994. Approaches to Discourse. Blackwell. Oxford, UK and Cambridge 

USA.    
Segal, Erwin M. 1995. “Narrative Comprehension and the Role of Deictic Shift Theory.” 

Judith F. Duchan, Gail A. Bruder & Lynne E. Hewitt (eds.) Deixis in Narrative: A 
Cognitive Science Perspective. Lawrence Erlbaum Associates, Inc. Hillsdale, New Jersey 
& Hove, UK. (3-17.) 

Segal, Erwin M. 1995. “A Cognitive-Phenomenological Theory of Fictional Narrative.” 
Judith F. Duchan, Gail A. Bruder & Lynne E. Hewitt (eds.) Deixis in Narrative: A 
Cognitive Science Perspective. Lawrence Erlbaum Associates, Inc. Hillsdale, New Jersey 
& Hove, UK. (61-78.) 

Seidlhofer, Barbara & Henry Widdowson 1999. “Coherence in Summary: The Contexts of 
Appropriate Discourse.” Wolfram Bublitz, Uta Lenk & Eija Ventola (eds.) Coherence in 
Spoken and Written Discourse. John Benjamins Publishing Company. 
Amsterdam/Philadelphia. (205-219.) 

Senft, Gunter 1997. Referring to Space. Studies in Austronesian and Papuan Languages. 
Clarendon Press. Oxford. 

Senft, Gunter 1985. “How to Tell - and Understand - a Dirty Joke in Kilivila.” Journal of 
Pragmatics, 9. (815-834.) 

Senft, Gunter 1992. “What Happened to “The Fearless Tailor” in Kilivila: A European Fairy-
Tale – from the South Seas.” Anthropos, 87. (407-421.) 

Sluga, Hans (ed.) 1993. The Philosophy of Frege. Vol. 4. Sense and Reference in Frege’s 
Philosophy. Garland Publishing, Inc. New York & London. 

Smith, Carlota 1978. “The Syntax and Interpretation of Temporal Expressions in English.” 
Linguistics and Philosophy, 2. (43-99.) 

Smith, Carlota 1991. The Parameter of Aspect. Kluwer Academic Publishers. Dordrecht, 
Boston & London. 

Sobel, Dava 1995. Longitude. Fourth Estate. London. 
Sperber, Dan & Deirdre Wilson 1986. Relevance. Basil Blackwell. Oxford. 
Stanzel, F.K. 1984 (1979). A Theory of Narrative. (Transl. by Charlotte Goedsche.) 

Cambridge University Press. Cambridge, London, New York, New Rochelle, Melbourne 
& Sydney. 

Szanto, George H. 1972. Narrative Consciousness. University of Texas Press. Austin & 
London. 

Talmy, Leonard 1995. “Narrative Structure in a Cognitive Framework.” Judith F. Duchan, 
Gail A. Bruder & Lynne E. Hewitt (eds.) Deixis in Narrative: A Cognitive Science 
Perspective. Lawrence Erlbaum Associates, Inc. Hillsdale, New Jersey & Hove, UK. (421-
460.) 

Talmy, Leonard 1996. “Fictive Motion in Language and ‘Ception’.” Paul Bloom, Mary A. 
Peterson, Lynn Nadel, and Merrill F. Garrett (eds.) Language and Space. A Bradford 
Book. The MIT Press. Cambridge, Massachusetts & London, England. (211-276.) 

Teleman, Ulf 1989. “The World of Worlds - and Pictures. Discussion of Nils Erik Enkvist’s 
paper “Connexity, Interpretability, Universes of Discourse, and Text Worlds.” Sture Allén 
(ed.) Possible Worlds in Humanities, Arts and Sciences. Proceedings of Nobel Symposium 
65. Research in Text Theory. W. de Gruyter. Berling & New York. (199-208). 

Tindall, Gillian 1991. Countries of the Mind. The Meaning of Place to Writers. The Hogarth 
Press. London.  

Togeby, Ole 1993. Praxt. Pragmatisk textteori. Vol. 1-2. Aarhus Universitetsforlag. Århus. 
Traugott, Elizabeth Closs & Bernd Heine (1991). Approaches to Grammaticalization, Vol. 1. 

John Benjamins Publishing Company. Amsterdam & Philadelphia. 
Veivo, Harri 2001. The Written Space. Semiotic Analysis of the Representation of Space and 

its Rhetorical Functions in Literature. Acta Semiotica Fennica X. International Semiotics 
Institute. Imatra. 

Vendler, Zeno 1967. “Verbs and times.” Linguistics in Philosophy. (97-121.) 



 XI

Verschueren, Jef 1999. Understanding Pragmatics. Understanding Language Series. Arnold. 
London, New York, Sydney & Auckland. 

Verschueren, Jef, Jan-Ola Östman & Jan Blommaert (eds.) 1995. Handbook of Pragmatics, 
Manual. John Benjamins Publishing Company. Amsterdam & Philadelphia.  

Van Dijk -> Dijk 
Virtanen, Tuija 1992a. Discourse Functions of Adverbial Placement in English: Clause-

Initial Adverbials of Time and Place in Narratives and Procedural Place Descriptions. 
Åbo Akademi University Press. Turku. 

Virtanen, Tuija 1992b. “Issues of Text Typology: Narrative -- a ‘basic’ type of text.” Text 12, 
2. (293-310.) 

Vonen, Arnfinn Muruvik 1994. “The expression of temporal and aspectual relations in 
Tokelau narratives.” Carl Bache, Hans Basbøll & Carl Erik Lindberg (eds.) Tense, Aspect 
and Action. Empirical and Theoretical Contributions to Language Typology. Mouton de 
Gruyter. Berlin & New York. (371-396.) 

Wallace, Stephen 1982. “Figure and Ground: The Interrelationships of Linguistic 
Categories.” Paul Hopper, Tense-Aspect: Between Semantics & Pragmatics. John 
Benjamins Publishing Company. Amsterdam & Philadelphia. (201-223.) 

Weist, Richard M. 1989. “Time Concepts in Language and Thought: Filling the Piagetian 
Void from Two to Five Years.” Levin & Zakay (eds.) Time and Human Cognition: A Life-
Span Perspective. Advances in Psychology, 59. North-Holland. Amsterdam, New York, 
Oxford, Tokyo. 

Werlich, Egon 1979. Typologie der Texte. Quelle & Meyer. Heidelberg. 
Werth, Paul 1995. “How To Build A World”. Keith Green (ed.) New Essays in Deixis: 

Discourse, Narrative, Literature. Costerus New Series 103. Rodopi. Amsterdam-
Atlanta.(49-80.) 

Werth, Paul 1998 (1997). “Remote worlds: the conceptual representation of linguistic 
would.” Jan Nuyts and Eric Pederson (eds.) Language and conceptualization. Cambridge 
University Press. Cambridge & Melbourne. (84-115.) 

Werth, Paul 1999. Text worlds: Representing conceptual space in discourse. Longman. 
Harlow.  

Whorf, Benjamin Lee 1967 (1956). Language, Thought & Reality. (John B. Carroll, ed.). The 
M.I.T. Press. Massachusetts Institute of Technology, Cambridge, Massachusetts. 

Wiebe, Janyce M. 1994. “Tracking Point of View in Narrative.” Computational Linguistics, 
20 (2). (233-270.) 

Wiebe, Janyce M. 1995. “References in Narrative Text”. Judith F. Duchan, Gail A. Bruder & 
Lynne E. Hewitt (eds.): Deixis in Narrative: A Cognitive Science Perspective. Lawrence 
Erlbaum Associates, Inc. Hillsdale, New Jersey & Hove, UK. (263-286.) 

Wierzbicka, Anna 1985. Lexicography and Conceptual Analysis. Karoma. Ann Arbor, MI. 
Wilkins, David P. 1997. “Alternative Representations of Space: Arrernte Narratives in Sand”. 

Monique Biemans and Joost van de Weijer (eds.) Proceedings of the CLS opening. Center 
for Language Studies.   

Wilson, Deirde & Dan Sperber 1993. “Pragmatics and Time.” SKY Yearbook 1993. (7-32.) 
Woolf, Virginia 1990 (1929). “Women and fiction.” Deborah Cameron (ed.) The Feminist 

Critique of Language. A Reader. Routledge. London. (33-40.) 
Wårvik, Brita, Sanna-Kaisa Tanskanen & Risto Hiltunen (eds.) 1995. Organization in 

Discourse. Proceedings from the Turku Conference. Anglicana Turkuensia 14. University 
of Turku. Turku. 

Zelinsky-Wibbelt, Cornelia 2000. Discourse and the Continuity of Reference. Mouton de 
Gruyter. Berlin & New York. 

Zlatev, Jordan 1997. Situated Embodiment: Studies in the emergence of spatial meaning. 
Department of Linguistics, Stockholm University. Gotab. Stockholm. 

Zubin, David A. & Soonja Choi 1984. “Orientation and Gestalt: Conceptual Organizing 
Principles in the Lexicalization of Space.” David Testen, Veena Mishra & Joseph Drogo 



 XII

(eds.) Papers from the Parasession on Lexical Semantics. Chicago Linguistic Society. 
Chicago. (333-345.) 

Zubin, David A. & Soteria Svorou 1984. “Perceptual Schemata in the Spatial Lexicon: a 
Cross-Linguistic Study.” David Testen, Veena Mishra & Joseph Drogo (eds.) Papers from 
the Parasession on Lexical Semantics. Chicago Linguistic Society. Chicago. 

Zubin, David A. & Lynne E. Hewitt 1995. “The Deictic Center: A Theory of Deixis in 
Narrative.” Judith F. Duchan, Gail A. Bruder & Lynne E. Hewitt (eds.) Deixis in 
Narrative: A Cognitive Science Perspective. Lawrence Erlbaum Associates, Inc. Hillsdale, 
New Jersey & Hove, UK. (129-155.) 

Östman, Jan-Ola 1997. “Coherence through understanding through Discourse Patterns: Focus 
on News Reports.” Wolfram Bublitz, Uta Lenk and Eija Ventola (eds.) Coherence in 
Spoken and Written Discourse. John Benjamins Publishing Company. 
Amsterdam/Philadelphia. (77-100.) 

Östman, Jan-Ola & Tuija Virtanen 1995. “Discourse Analysis.” In Jef Verschueren, Jan-Ola 
Östman & Jan Blommaert (eds.). Handbook of Pragmatics, Manual. John Benjamins 
Publishing Company. Amsterdam & Philadelphia. (239-253.) 

 
References to the Material Used 
 
Adams, Douglas 1989 (1988). The Long Dark Tea-Time of the Soul. Pan Books. London. 
Alcott, Louisa May 1986 (1890). “Mrs. Gay’s Prescription.” Barbara H. Solomon (ed.) 

American Wives. Thirty Short Stories by Women. A Mentor Book. New American Library. 
New York & Scarborough, Ontario. (18-26.) 

Asimov, Isaac 1984. The Robots of Dawn. Panther. London. 
Austen, Jane 1993. The Complete Works of Jane Austen. Magpie Books. London. 
Austen, Jane 1994 (1811).  Sense and Sensibility. The Complete Works of Jane Austen. 1993. 

Magpie Books. London. (Gutenberg, September 1994, sense10.txt, Etext #161) (E-
text/web) 

Austen, Jane 1994 (1816) Emma. The Complete Works of Jane Austen. 1993. Magpie Books. 
London. (611-852) (Gutenberg 1994: emma10.txt.) (E-text/web)102 

Baynton, Barbara 1990 (1976). “Squeaker’s Mate”. Harry Heseltine (ed.) The Penguin Book 
of Australian Short Stories. Penguin. Victoria. (63-77.) 

Beckett, Samuel 1985 (1970). “Yellow.” Fredrick R. Karl (ed.) The Signet Classic Book Of 
British Short Stories. New American Library. New York and Scarborough. (Orig. Grove 
Press, Inc.) (452-464.) 

Bellow, Saul 1981 (1947). The Victim. Penguin. New York. 
Benson, Stella 1985. “The Man Who Missed the Bus.” Fredrick R. Karl (ed.) The Signet 

Classic Book Of British Short Stories. New American Library. New York and 
Scarborough. (368-382.) 

Bierce, Ambrose 1993 (1909). Can Such Things Be? cansuch.txt. wiretap.spies.com. (Orig. 
New York: Johnathan Cape and Harrison Smith.) (E-text/web) 

Bingham, Sallie 1986 (1972). “A New Life.” Barbara H. Solomon (ed.) American Wives. 
Thirty Short Stories by Women. A Mentor Book. New American Library. New York & 
Scarborough, Ontario. (162-171.) 

Bronte, Emily 1847. Wuthering Heights. [obi/Emily.Bronte/wuther.Z] (E-text/web) 
Bruchac, Joseph 1991. “Going Home.” Craig Lesley (ed.) Talking Leaves. Dell Publishing. 

New York. (31-36.) 
Burgess, Anthony 1988 (1962). A Clockwork Orange. Penguin Books. London, New York, 

Victoria, Markham and Auckland: Penguin Books. 

                                                            
102 E-text/web = There are several widely distributed web-versions of these texts. The machine-
readable versions are mainly from Gutenberg, Eden, english-www.hss.cmu.edu, Classics for Young 
People (www.ucalgary.ca), www.cs.cmu.edu, Free Plain Vanilla Electronic Texts, Bibliomania and 
etext.lib.virginia.edu. See e.g. http://www.gutenberg.org or http://promo.net/pg/index.html. 



 XIII

Burroughs, Edgar Rice 1994 (1919). The Jungle Tales of Tarzan. (Gutenberg, tarz610.txt, 
Etext #106) (E-text/web) 

Burroughs, Edgar Rice 1995 (1914). At the Earth’s Core. Gutenberg. www.literature.org, 
wiretap.spies.com. (E-text/web) 

Burroughs, Edgar Rice (1929). The Monster Men. (E-text/web) 
Carroll, Lewis 1992 (1872). “Jabberwocky.” Alice in Wonderland (“Through the Looking-

Glass and What Alice Found There”). Wordsworth. Hertfordshire. (116-117) 
Cannary, Martha Burk 1996 (1949/1900). Life and Adventures of Calamity Jane by Herself. 

Gutenberg, cjane10.txt. uiarchive.cso.uiuc.edu. Orig. in The Black Hills and Their 
Incredible Characters by Robert J. Casey; published by the Bobbs-Merrill Company.  (E-
text/web) 

Cather, Willa 1913. O Pioneers! [pg/etext92/opion11.txt] (E-text/web) 
Christie, Agatha 1981 (1971). Nemesis. Fontana/Collins. Glasgow. 
Chopin, Kate 1986 (1894). “The Story of an Hour.” Barbara H. Solomon (ed.) American 

Wives. Thirty Short Stories by Women. A Mentor Book. New American Library. New York 
& Scarborough, Ontario. (45-48.) 

Clarke, Arthur C. 1990a (1989). “Second Dawn.” Tales From Planet Earth. Arrow Books 
Limited. London. (271-306.) 

Clarke, Arthur C. 1990b (1989). “The Other Tiger.” Tales From Planet Earth. Arrow Books 
Limited. London. (87-93.) 

Clarke, Arthur C. 1990c (1950). “The Road to the Sea.” Tales From Planet Earth. Arrow 
Books Ltd. London. (1-56.) 

Clarke, Arthur C. 1982. 2010: Odyssey Two. Granada. London, Toronto, Sydney & New 
York. 

Conrad, Joseph 1984a (1902/1897). Youth. R. Kimbrough (ed.) Joseph Conrad, Youth, Heart 
of Darkness, The End of the Tether. Oxford University Press. Oxford and New York. (1-
42.) 

Conrad, Joseph 1984b (1902/1899). Heart of Darkness. R. Kimbrough (ed.) Joseph Conrad, 
Youth, Hearth of Darkness, The End of the Tether. Oxford University Press. Oxford and 
New York. (43-162.) 

Conrad, Joseph 1984c (1902/1899-1900). The End of the Tether. R. Kimbrough (ed.) Joseph 
Conrad, Youth, Hearth of Darkness, The End of the Tether. Oxford University Press. 
Oxford and New York. (163-339.) 

Cowan, Peter 1990 (1976). “Night.” Harry Heseltine (ed.) The Penguin Book of Australian 
Short Stories. Penguin Books. Victoria, Middlesex, New York, Markham  & Auckland. 
(136-142.) 

Darnton, John 1996. Neanderthal. Random House. New York. 
Defoe, Daniel 1995 (1722). A Journal of the Plague Year. jplag10.txt. uiarchive.cso.uiuc.edu. 

(E-text/web)  
Demaria, Robert 1985. Stone of Destiny. New York: Ballantine Books. 
Dickens, Charles 1993 (1897). A Christmas Carol. Gutenberg & etext.lib.virginia.edu. (Orig. 

Chapman and Hall, Ltd.) (E-text/web) 
Doctorow, E.L. 1977 (1974). Ragtime. Pan Books. London. 
Dorris, Michael 1994 (1988). A Yellow Raft in Blue Water. Warner Books. New York. 
Doyle, Sir Arthur Conan 1986. The Complete Illustrated Sherlock Holmes. Omega Books. 

Chatham. 
Doyle, Sir Arthur Conan 1986 (1901-1902). The Hound of the Baskervilles. The Complete 

Illustrated Sherlock Holmes. Omega Books. Hertfordshire (427-536.) Electronic version at 
etext.lib.virginia.edu. (Orig. London: The Strand Magazine, August 1901-April 1902.) (E-
text/web) 

Doyle, Arthur Conan 1994 (1913). The Poison Belt (Gutenberg, April 1994, poisn10.txt, Etext 
#126) (E-text/web) 

Durrell, Lawrence 1976 (1975). Monsieur. Pocket Books. New York. 



 XIV

Edmo, Ed 1991. “After Celilo.” Craig Lesley (ed.) Talking Leaves. Dell Publishing. New 
York. (70-73.) 

Eliot, George 1985 (1859). “The Lifted Veil.” Fredrick R. Karl (ed.) The Signet Classic Book 
Of British Short Stories. New American Library. New York and Scarborough. (51-90.) 

Ellis, Bret Easton 1991. American Psycho. Pan Books. London. 
Ellison, Ralph 1983 (1952). Invisible Man. Penguin. Harmondsworth. New York, Victoria, 

Markham & Auckland. 
Esquivel, Laura 1993. Pöytään ja vuoteeseen (Orig. 1989 Como agua para chocolate, Suom. 

Sanna Pernu). WSOY. Porvoo, Helsinki & Juva. 
Fielding, Henry 1984 (1749). Tom Jones. Penguin. Middlesex, New York, Victoria, Markham 

& Auckland. 
Forster, E.M. 1978 (1908). A Room with a View. Penguin Books. Harmondsworth. 
Francis, Dick 1985. Break In. Pan Books. London & Sydney. 
Francis, Dick 1992. Driving Force. Pan Books. London, Sydney & Auckland. 
Francis, Dick 1988. The Edge. Pan Books. Suffolk. 
Freeman, Mary Wilkins 1986 (1890). “The Revolt of “Mother”.” Barbara H. Solomon (ed.) 

American Wives. Thirty Short Stories by Women. A Mentor Book. New American Library. 
New York & Scarborough, Ontario. (27-44.) 

Golding, William 1981 (1955). The Inheritors. Faber and Faber. London. 
Groom, Winston 1994. Forrest Gump. Black Swan. London. 
Le Guin, Ursula 1978 (1974). The Dispossessed. Panther. London, Toronto, Sydney and New 

York. 
Hardy, Thomas 1891. Tess of the d'Urbervilles. (E-text/web) 
Harjo, Joy 1991. “Northern Lights.” Craig Lesley (ed.) Talking Leaves. Dell Publishing. New 

York. (136-138.) 
Hawthorne, Nathaniel 1851. The House of the Seven Gables. (E-text/web) 
Heinlein, Robert A. 1982. Friday. A Del Rey Book. Ballantine Books. New York. 
Heinlein, Robert A. 1989 (1984). Job. New English Library. Hodder and Stoughton. 
Heller, Joseph 1976 (1955). Catch-22. Dell Publishing Co., Inc. New York. 
Hemingway, Ernest 1986 (1929): A Farewell To Arms. Scribners. Macmillan Publishing 

Company. New York. 
Hemingway, Ernest 1990 (1950). Across the River and into the Trees. Grafton Books/Collins. 

London. 
Heseltine, Harry (ed.) 1990 (1976). The Penguin Book of Australian Short Stories. Penguin 

Books Australia. Victoria.  
Holt, Victoria 1974. On the Night of the Seventh Moon. Fontana. London. 
Hope, Anthony (Hawkins)  1993 (1894). The Prisoner of Zenda. www.tufts.edu / 

wiretap.spies.com. (E-text/web) 
Hornby, A.S. 1983 (1974) Oxford Advanced Learner’s Dictionary of Current English. 

Oxford University Press. Oxford. 
Hughes, Ted 1985 (1962). “Snow.” Fredrick R. Karl (ed.) The Signet Classic Book Of British 

Short Stories. New American Library. New York and Scarborough. (Orig. Faber & Faber; 
Harper & Row.) (556-564.) 

Hurston, Zora Neale 1986 (1926). “Sweat”. Barbara H. Solomon (ed.) American Wives. 
Thirty Short Stories by Women. A Mentor Book. New American Library. New York & 
Scarborough, Ontario. (58-71.) 

Irving, John 1991 (1973). The 158-Pound Marriage. Corgi Books. London and Auckland. 
Irving, John 1989. A Prayer for Owen Meany. Corgi Books. London and Auckland. 
James, Brian (John Tierney) 1990 (1976). “Shots in the Orchard.” Harry Heseltine (ed.) The 

Penguin Book of Australian Short Stories. Penguin Books. Victoria, Middlesex, New 
York, Markham & Auckland. (147-153.) 

James, Henry 1982 (1881). The Portrait of a Lady. Penguin Books. Harmondswoth. 
James, M(ontague) R(hodes) 1992a. “After Dark in the Playing Fields.” Collected Ghost 

Stories. Wordsworth Classics. Wordsworth Editions Limited. Hertfordshire. (619-625.) 



 XV

James, M(ontague) R(hodes) 1992b. “A School Story.” Collected Ghost Stories. Wordsworth 
Classics. Wordsworth Editions Limited. Hertfordshire. (180-190.) 

James, M(ontague) R(hodes) 1992c. “A View From a Hill.” Collected Ghost Stories. 
Wordsworth Classics. Wordsworth Editions Limited. Hertfordshire. (533-560.) 

James, M(ontague) R(hodes) 1992d. “The Rose Garden” Collected Ghost Stories. 
Wordsworth Classics. Wordsworth Editions Limited. Hertfordshire. (191-208.) 

Joyce, James 1976a (1914). “A Little Cloud.” Harry Levin (ed.) The Portable James Joyce. 
Penguin Books. London, New York, Victoria, Markham & Auckland. (80-96.) 

Joyce, James 1976b (1914). “Araby.” Harry Levin (ed.) The Portable James Joyce. Penguin 
Books. London, New York, Victoria, Markham Auckland. (39-46.) 

Joyce, James 1976c (1914). “The Boarding House.” Harry Levin (ed.) The Portable James 
Joyce. Penguin Books. London, New York, Victoria, Markham & Auckland. (71-80.) 

Joyce, James 1976d (1916). A Portrait of the Artist as a Young Man. Harry Levin (ed.). The 
Portable James Joyce. Penguin. New York, London,  Victoria, Markham & Auckland. 
(243-526.) 

Joyce, James 1976e (1914). “An Encounter.” Harry Levin (ed.) The Portable James Joyce. 
Penguin Books. London, New York, Victoria, Markham & Auckland. (29-38.) 

Joyce, James 1976f (1914). “Eveline.” Harry Levin (ed.) The Portable James Joyce. Penguin 
Books. London, New York, Victoria, Markham & Auckland. (46-51.) 

Joyce, James 1976g (1914). “The Sisters”. Harry Levin (ed.) The Portable James Joyce. 
Penguin Books. London, New York, Victoria, Markham & Auckland. (19-28.) 

Karl, Fredrick R. (ed.) 1985. The Signet Classic Book of British Short Stories. New American 
Library. New York and Scarborough.  

Kerouac, Jack 1976 (1955). On the Road. Penguin Books. London, New York, Victoria, 
Markham & Auckland. 

Kerouac, Jack 1991 (1958). Visions of Gerard. Penguin Books. New York, London, Victoria, 
Markham & Auckland. 

King, Stephen 1992. Gerald’s Game. New English Library. Hodder & Stoughton. 
King, Stephen 1995 (1994). Insomnia. New English Library. Hodder & Stoughton. 
Kipling, Rudyard 1985. “The Mark of the Beast.” Fredrick R. Karl (ed.) The Signet Classic 

Book Of British Short Stories. New American Library. New York and Scarborough. (274-
285.) 

Lawrence, D(avid). H(erbert). 1928. Lady Chatterley’s Lover. www.bibliomania.com. 
Lazarus, David 1995. “Hair Nudes.” The Secret Sushi Society. Shufunotomo Co., LTD. 

Tokyo. (118-140.) 
Lazarus, David 1995. “Peace.” The Secret Sushi Society. Shufunotomo Co., LTD. Tokyo. 

(15-29) 
Lazarus, David 1995. “The Secret Sushi Society.” The Secret Sushi Society. Shufunotomo 

Co., LTD. Tokyo. (185-190.) 
Lesley, Craig (ed.) 1991. Talking Leaves. Contemporary Native American Short Stories. An 

Anthology. Bantam Doubleday Dell. New York. 
Levin, Harry (ed.) 1976 (1947). The Portable James Joyce. Penguin. New York, London, 

Victoria, Markham & Auckland.  
MacLaverty, Bernard 1988 (1980). Lamb. Penguin. London, New York, Victoria, Markham 

& Auckland. 
Malamud, Bernard 1976 (1966). The Fixer. Penguin Books. Harmondsworth. 
Marsh, Ngaio 1982 (1954). Spinsters in Jeopardy. Fontana/Collins. Glasgow. 
Marsh, Ngaio 1983 (1967). Death at the Dolphin. Fontana/Collins. Glasgow. 
Marshall, Alan 1990 (1976). “Tell us about the Turkey, Jo.” Harry Heseltine (ed.) The 

Penguin Book of Australian Short Stories. Penguin Books. Victoria, Middlesex, New 
York, Markham & Auckland. (143-146.) 

Maugham, W(illiam) S(omerset 1993 (1915). Of Human Bondage. wiretap.spies.com. (Orig. 
New York: Doubleday, Doran & Co., Inc.)  

McEwan, Ian 1992. Black Dogs. Jonathan Cape. London. 



 XVI

McGrath, Patrick 1989. The Grotesque. Viking, The Penguin Group. London, New York, 
Victoria, Markham & Auckland. 

McGrath, Patrick 1990. Spider. Poseidon Press. New York, London, Toronto, Sydney, 
Tokyo & Singapore. 

McGrath, Patrick 1994/1993. Dr. Haggard’s Disease. Vintage Books/Random House Inc.. 
New York. 

Melville, Herman 1992 (1851). Moby Dick. Wordsworth Classics. Clays Limited, Bungay, 
Suffolk. (Gutenberg) 

Miller, Andrew 1998 (1997). Kivun Mestari. (Orig. Ingenious Pain.) Transl. by Erkki 
Jukarainen. Tammi. Helsinki 

Morrison, John 1990 (1976). “A Man’s World.” Harry Heseltine (ed.) The Penguin Book of 
Australian Short Stories. Penguin Books. Victoria, Middlesex, New York, Markham & 
Auckland. (168-177.) 

Morrison, Toni 1992. Jazz. A Signet Book / Penguin. New York. 
Naipaul, V(idia). S. 1976 (1975). Guerrillas. Penguin. Middlesex, New York, Markham & 

Auckland. 
Naipaul, V(idia). S. 1973 (1969). The Loss of El Dorado Penguin. Middlesex & Victoria. 
Natsuki, Shizuko 1989 (1976). Innocent Journey. (Orig. Japanese Kokubyaku No Tabiji. 

Transl. by Robert B. Rohmer).  Ballantine Books. New York. 
Norris, Frank 1993 (1903). The Pit. A Story of Chicago. (The Internet Wiretap Electronic 

Edition.) 
Orczy, Baroness Emmuska (1905). The Scarlet Pimpernel (E-text/web) 
The Oxford-Duden Pictorial English-Japanese Dictionary 1984 (1983). Oxford University 

Press. New York & Melbourne. 
Packer, Nancy Huddleston 1986 (1980). “The Women Who Walk”. Barbara H. Solomon 

(ed.) American Wives. Thirty Short Stories by Women. A Mentor Book. New American 
Library. New York & Scarborough, Ontario. (288-303.) 

Perttula (ed.) 2002. Tosi sairaat naurut. Otava. Helsinki. 
Peters, Ellis 1995 (1983). The Devil’s Novice. Warner Futura. London. 
Peters, Ellis 1985 (1982). The Virgin in the Ice. Futura Macdonald & Co. London & Sydney. 
Phillips, Jayne Anne 1986 (1979). “Something That Happened”. Barbara H. Solomon (ed.) 

American Wives. Thirty Short Stories by Women. A Mentor Book. New American Library. 
New York & Scarborough, Ontario. (258-264.) 

Pirsig, R.M. 1981 (1974). Zen and the Art of Motorcycle Maintenance. Corgi Books. London 
Poe, Edgar Allan 1983 (1839). The Fall of the House of Usher. Raduga Publishers. Moscow. 

(107-126.) (www.english.upenn.edu & wiretap.spies.com.) (E-text/web) 
Porter, Katherine Anne 1986 (1930). “Rope.” Barbara H. Solomon (ed.) American Wives. 

Thirty Short Stories by Women. A Mentor Book. New American Library. New York & 
Scarborough, Ontario. (72-79.) 

Powell, Anthony 1977 (1975). Hearing Secret Harmonies. Fontana / William Collins Sons & 
Co. Ltd. Glasgow. 

Prichard, Katharine Susannah 1990 (1976). “Happiness.” Harry Heseltine (ed.) The Penguin 
Book of Australian Short Stories. Penguin. Victoria. (87-100.) 

Pynchon, Thomas 1973. Gravity’s Rainbow. Picador. London. 
Rawlings, Marjorie Kinnan 1986 (1940). “The Pelican’s Shadow.” Barbara H. Solomon (ed.) 

American Wives. Thirty Short Stories by Women. A Mentor Book. New American Library. 
New York & Scarborough, Ontario. (80-87.) 

Roth, Philip 1981 (1973). The Great American Novel. Penguin. Harmondsworth. 
Saramago, José 1997. Kertomus sokeudesta. Orig. 1995 Ensaio sobre a Legueira. 

Kustannusosakeyhtiö Tammi. Helsinki. 
Sayers, Dorothy L. 1987a (1930). Strong Poison. New English Library. Hodder and 

Stoughton. 
Sayers, Dorothy L. 1987b (1935). Gaudy Night. New English Library. Hodder and Stoughton. 



 XVII

Sayers, Dorothy 1986 (1937). Busman’s Honeymoon. New English Library. Hodder & 
Stoughton. 

Schlunke, E. O. 1990 (1976). “The Cowboy from Town.” Harry Heseltine (ed.) The Penguin 
Book of Australian Short Stories. Penguin Books. Victoria, Middlesex, New York, 
Markham & Auckland. (154-167) 

Scott, Paul 1985c (1975). A Division of the Spoils. The Raj Quartet, vol. 4. Panther. London. 
Shelley, Mary 1990 (1818). Frankenstein Oxford University Press. Oxford & New York. 

(frank10a.txt, Gutenberg.) 
Sillitoe, Alan 1985 (1959). The Loneliness of the Long-distance Runner Panther. Granada. 

London. 
Smith, Lee 1986 (1981). “All the Days of Our Lives.” Barbara H. Solomon (ed.) American 

Wives. Thirty Short Stories by Women. A Mentor Book. New American Library. New York 
& Scarborough, Ontario. (360-378.) 

Spencer, Elizabeth 1986 (1966). ”The Absence.” Barbara H. Solomon (ed.) American Wives. 
Thirty Short Stories by Women. A Mentor Book. New American Library. New York & 
Scarborough, Ontario. (134-138.) 

Stevenson, Robert Louis 1995 (1883). Treasure Island. University of Virginia Library 
Electronic Text Center. www.ucalgary.ca/~dkbrown/storclas.html. Based on the 1981 
(1965) edition by New American Library. New York. (Orig. Cassell & Co., Ltd. London.) 

Stoker, Bram 1993 (1897). Dracula. Wordsworth Classics. Ware, Hertfordshire. 
Süskind, Patrick 1985 (1985). Parfyymi. Otava. Keuruu. (Finnish transl. by Markku Mannila. 

Orig. Das Parfüm, Die Geschichte eines Mörders. Diogenes Verlag AG Zürich) 
Tey, Josephine 1986 (1951). The Daughter of Time. Penguin. Middlesex, New York, Victoria, 

Markham & Auckland. 
Twain, Mark 1986 (1894). (The Tragedy of) Pudd’nhead Wilson. Penguin. London, New 

York, Victoria, Markham & Auckland. (Gutenberg.) 
Twain, Mark 1906. “The $30,000 BEQUEST” in THE $30,000 BEQUEST and Other Stories. 

(beqqst11.txt, Gutenberg) (E-text/web) 
Twain, Mark 1884. The Adventures of Huckleberry Finn. (E-text/web) 
Updike, John 1994. Brazil. Hamish Hamilton. London. 
Verne, Jules 1873. Around the World in Eighty Days. (E-text/web) 
Vidal, Gore 1983. Duluth. Panther. London. 
Vonnegut, Kurt 1986 (1985). Galápagos. Grafton Books. London, Glasgow, Toronto, 

Sydney, Auckland. 
Wells, H. G. 1898a. The Time Machine. (timem10.txt, Gutenberg.) (E-text/web) 
Wells, H. G. 1898b. The War of the Worlds. (warw10.txt, Gutenberg.) (E-text/web) 
Wilde, Oscar 1888. The Happy Prince. (E-text/web) 
Wolf, Phyllis 1991. “White-Out.” Craig Lesley (ed.) Talking Leaves. Dell Publishing. New 

York. 
Woolf, Virginia (1915). The Voyage Out. (Gutenberg) (E-text/web) 
WordNet 1.5 & 1.6 lexicographer’s files. Miller et al. http://www.cogsci.princeton.edu/~wn/. 
Zelver, Patricia 1986 (1976). ”The Little Pub.” Barbara H. Solomon (ed.) American Wives. 

Thirty Short Stories by Women. A Mentor Book. New American Library. New York & 
Scarborough, Ontario. (219-227.) 



 XVIII

Appendix I. The text corpus 
 
Ref Author Origin Sex Title beginning Publ. Genre Form 
1 Lawrence, D.H. Br MA Lady C’s Lover  1928 LOV NOV 
2 Marsh, N. Br FE Spinsters in Jeopardy 1954 DET NOV 
3 Demaria, R. Am MA Stone of Destiny 1985 HW NOV 
4 Hemingway, E. Am. MA A Farewell to Arms 1929 HW NOV 
5 Hemingway, E. Am. MA Across the River 1950 HW NOV 
6 Sillitoe, A. Br MA The Loneliness of a Long 1959 OTH NOV 
7 Peters, E. Br FE The Devil’s N 1983 D/HW NOV 
8 Peters, E. Br FE The Virgin in the 1982 D/HW NOV 
9 Joyce, J. Ir MA The Sisters 1914 SST SST 
10 Joyce, J. Ir MA An Encounter 1914 SST SST 
11 Joyce, J. Ir MA Araby 1914 SST SST 
12 Joyce, J. Ir MA Eveline 1914 SST SST 
13 Irving, J. Am MA The 158-Pound 1973 BIO NOV 
14 Ellis, B.E. Am MA American 1991 OTH NOV 
15 Francis, D. Br MA The Edge 1988 DET NOV 
16 Francis, D. Br MA Break In 1985 DET NOV 
17 Vidal, G. Am MA Duluth 1983 OTH NOV 
18 Marsh, N. Br FE Death at the D. 1967 DET NOV 
19 Vonnegut, K. Am MA Galápagos 1985 SF NOV 
20 Sayers, D. Br FE Busman’s 1937 DET NOV 
21 Irving, J. Am MA A Prayer for Owen M 1989 BIO NOV 
22 Conrad, J. Pol. MA Youth 1897 SST SH-N 
23 Conrad, J. Pol. MA Heart of Darkness 1899 SST SH-N 
24 Conrad, J. Pol. MA The End of T. 1899-

1900 
SST SH-N 

25 Natsuki, S. Jap FE Innocent Journey 1976 DET NOV 
26 Bellow, S. CanAm MA The Victim 1947 BIO NOV 
27 Stoker, B. Ir MA Dracula 1897 HOR NOV 
28 Shelley, M. Br FE Frankenstein 1818 HOR N/J 
29 Sayers, D. Br FE Gaudy Night 1935 DET NOV 
30 Sayers, D. Br FE Strong Poison 1930 DET NOV 
31 Christie, A. Br FE Nemesis 1971 DET NOV 
32 Ellison, R. Am MA Invisible Man 1952 BIO NOV 
33 Heller, J. Am MA Catch-22 1955 HW NOV 
34 King, S. Am MA Gerald’s Game 1992 HOR NOV 
35 King, S. Am MA Insomnia 1994 HOR NOV 
36 Kerouac, J. Am MA Visions of Gerard 1958 BIO NOV 
37 Groom, W. Am MA Forrest Gump 1994 BIO NOV 
38 Holt, V. Br FE On the Night 1974 OTH NOV 
39 Dorris, M. Am MA A Yellow Raft in Blue Wate 1994 OTH NOV 
40 Roth, P. Am MA The Great 1973 OTH NOV 
41 McEwan, I. Br MA Black Dogs 1992 OTH NOV 
42 Doctorow, E.L. Am MA Ragtime 1974 HW NOV 
43 Updike, J. Am MA Brazil 1994 OTH NOV 
44 Forster, E.M. Br MA A Room with a View 1908 OTH NOV 
45 Golding, W. Br MA The Inheritors 1955 OTH/H

W 
NOV 

46 Clarke, A.C. Br MA 2010: Odyssey 1982 SF NOV 
47 Heinlein, R.A. Am MA Job 1984 SF NOV 
48 Wells, H.G. Br MA The Time Machine 1898 SF NOV 
49 Wells, H.G. Br MA The War of the 1898 SF NOV 
50 Doyle, A.C. Br MA Hound of Baskerv. 1901-

1902 
DET NOV 
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51 Austen, J. Br FE Sense and Sensib. 1811 LOV NOV 
52-
64 

BofE103 1 Br 
12 Am 

- -- --* -- -- 

65 Bierce, A. Am MA Can Such Things 1909 HOR NOV 
66 Cather, W. Am FE O Pioneers! 1913 BIO NOV 
67 Bronte, E. Br FE Wuthering H. 1847 LOV NOV 
68 Hawthorne, N. Am MA The House of 1851 OTH NOV 
69 James, H. Am/Br MA A Portrait of a Lady 1881 BIO NOV 
70 Maugham, S. Br MA Of Human Bondage 1915 LOV NOV 
71 Heinlein, R.A. Am MA Friday 1982 SF NOV 
72 Norris, F. Am MA The Pit 1903 SST SST 
73 Orczy, E. Hung FE The Scarlet P. 1905 OTH NOV 
74 Poe, E.A. Am MA The Fall of the H 1839 HOR NOV 
75 Stevenson, R.L. Br MA Treasure Island 1883 AD NOV 
76 Verne J. Fr MA Around the W. 1873 AD NOV 
77 Wilde, O. Ir MA The Happy Prince 1888 FTA FTA 
78 Francis, D. Br MA Driving Force 1992 DET NOV 
79 Cannary, M. Am FE Life and 1900 BIO BIO 
80 Fielding, H. Br MA Tom Jones 1749 BIO NOV 
81 Twain, M. Am MA The $30.000 B 1906 SST SST 
82 Dickens, C. Br MA A Christmas 1897 FTA FTA 
83 Burroughs, E.R. Am MA At the Earth’s 1914 AD NOV 
84 Austen, J. Br FE Emma 1816 LOV NOV 
85 Twain, M. Am MA The Adventures  1884 BIO NOV 
86 Melville, H. Am MA Moby Dick 1851 AD NOV 
87 Burroughs, E.R. Am MA The Monster 1929 AD NOV 
88 Doyle, A.C. Br MA The Poison 1913 DET NOV 
89 Twain, M. Am MA The Tragedy of P 1894 SST SST 
90 Burroughs, E.R. Am MA Jungle Tales of T. 1919 AD NOV 
91 Hardy, T. Br MA Tess of the 1891 BIO NOV 
92 Woolf, V. Br FE The Voyage 1915 OTH NOV 
93 Hope, A. Br MA The Prisoner of Z. 1894 OTH NOV 
94 Clarke, A.C. Br MA The Road to the Sea 1950 SF/SST SST 
95 Asimov, I. Ru/Am MA The Robots of 1984 SF NOV 
96 Defoe, D. Br MA A Journal of 1722 HW N/J 
97 Joyce, J. Ir MA A Portrait of 1881 BIO NOV 
98 Joyce, J. Ir MA A Little Cloud 1914 SST SST 
99 Tey, J. Br FE The Daughter of 1951 OTH NOV 
100 Pynchon, T. Am MA Gravity’s R 1973 SF NOV 
101 Darnton, J. Am MA Neanderthal 1996 AD NOV 
102 Pirsig, R.M. Am MA Zen and the Art of Motorcyc 1974 OTH NOV 
103 Powell, A. Br MA Hearing 1975 OTH NOV 
104 Malamud, B. Am MA The Fixer 1966 OTH NOV 
105 Durrell, L. Br MA Monsieur 1975 BIO NOV 
106 Naipaul, V.S. Trinid MA The Loss of El D 1969 HW NOV 
107 Le Guin, U. Am FE The Dispossessed 1974 SF NOV 
108 Naipaul, V.S. Trinid MA Guerrillas 1975 HW NOV 
109 Morrison, T. Am FE Jazz 1992 OTH NOV 
110 Burgess, A. Br MA A Clockwork O 1962 SF NOV 
111 Kerouac, J. Am MA On the Road 1955 OTH NOV 
112 MacLaverty, B. Ir MA Lamb 1980 OTH NOV 
113 Cowan Austr. MA Night 1976* SST SST 
114 Marshall Austr. MA Tell us about… 1976* SST SST 
115 James Austr. MA Shots in the O. 1976* SST SST 

                                                            
103 The thirteen machine-readable narratives from the Bank of English corpus include both American 
and British texts, at least three of which are by female authors. One text was a biography and one a 
Viking myth. All others were narrative fiction. For those interested in the availability of the recent 
versions of the Bank of English corpora, see e.g. http://titania.cobuild.collins.co.uk/boe_info.html. See 
Järvinen (1994) for the annotation of this material at the Department of Linguistics at the University of 
Helsinki. 
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116 Schlunke Austr. ? The Cowboy from Town 1976* SST SST 
117 Morrison Austr. MA A Man’s World 1976* SST SST 
118 Clarke Br MA The Other Tiger 1953 SF SST 
119 Clarke Br MA Second Dawn 1951 SF SST 
120 Eliot Br FE The Lifted Veil 1859 SST SST 
121  Kipling Br/Ind. MA The Mark of the Biest 1985* SST SST 
122 Benson  Br FE The Man Who Missed the Bus 1985* SST SST 
123 Beckett Ir MA Yellow 1970 SST SST 
124  Hughes Br MA Snow 1962 SST SST 
125 Prichard Austr. FE Happiness  1976* SST SST 
126 Joyce Ir MA The Boarding House 1914 SST SST 
127 Baynton Austr. FE Squeaker’s Mate 1976* SST SST 
128 James Br MA A School Story 1911 HOR SST 
129 James Br MA The Rose Garden 1992* HOR SST 
130 James Br MA A View From a Hill 1992* HOR SST 
131 James  Br MA After Dark in the PF 1992* HOR SST 
132 Bruchac NatAm MA Going Home 1991 SST SST 
133 Ed Edmo NatAm MA After Celilo 1991 SST SST 
134 Harjo  NatAm FE? Northern Lights 1991 SST SST 
135 Wolf NatAm FE? White-Out 1991* SST SST 
136 Lazarus Am MA The Secret Sushi Society 1995 SST SST 
137 Lazarus Am MA Hair Nudes 1995 SST SST 
138 Lazarus Am MA Peace  1995 SST SST 
139  Freeman Am FE The Revolt of M 1890 SST SST 
140 Chopin Am FE The Story of an H 1894 SST SST 
141  Hurston Am FE Sweat 1926 SST SST 
142  Porter Am FE Rope 1930 SST SST 
143  Rawlings Am FE The Pelican’s Shadow 1940 SST SST 
144  Spencer Am FE Absence 1966 SST SST 
145  Bingham Am FE A New Life 1972 SST SST 
146  Zelver Am FE The Little Pub 1976 SST SST 
147  Phillips Am FE Something That Happened 1979 SST SST 
148  Packer Am FE The Women Who Walk 1980 SST SST 
149  Alcott Am FE Mrs. Gay’s Prescription 1890 SST SST 
150  Smith Am FE All the Days of Our Lives 1981 SST SST 
AUTHOR: Am = American; Br = British; Ir = Irish; Austr. Australian Author; FE = Female; MA = Male; 
GENRE: AD = Adventure & Action Oriented; BIO = Biographical or Protagonist’s Life History Oriented; DET = 
Crime/Detective; HW = Historical/War; HOR = Horror Story; LOV = Love and Human Relations; H/DW = Crime 
in Historical Settings; SF = Science Fiction; SST = Short Story; FTA = Fairy Tale; OTH = Other genres;  FORM: 
NOV = Novel; SST = Short Story; SH-N = Long Short Story; N/J = Novel, Journal type; FTA = Fairy Tale.  
*Note that in some cases the year refers to the publication of the source rather than the original year of publication, 
which is not mentioned in the source. 
 
Genre Examples of authors selected to the category 
Detective stories Christie, Doyle, Francis, Heinlein, Marsh, Natsuki, Peters, Sayers 
Biographical and human-
oriented stories 

Austen, Bellow, Cannary, Cather, Durrell, Ellison, Fielding, Groom, Hardy, 
Holt, Irving, James, Joyce, Kerouac, Lawrence, Twain 

Science fiction Asimov, Burgess, Clarke, Le Guin, Heinlein, Pynchon, Vonnegut, Wells 
Western Cannary 
Historical and/or war stories Defoe, Demaria,  Doctorow, Golding, Heller, Hemingway, Peters, Naipaul 
Adventure Burroughs, Darnton, Melville, Stevenson, Verne 
Action in Exotic Environment Burroughs, Heinlein, Darnton 
Ghost and Horror stories King, Poe, Shelley, Stoker 
Fairy tales Dickens, Wilde 
Love and human relations Austen, Bronte, Lawrence, Maugham 
On the Road  Pirsig, Kerouac 
Other: unspecified / mixed (includes fairy tales, short stories and mixed types) 
Genre-specific examples of authors in the corpus 
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Appendix II. The form used for the textual analysis 
  
Text Identification: #  Author:   Year: 

Title: 
Sample Location: 
 
(1) LOCATION 

a) Separate setting at the beginning 
b) The setting built gradually 
c) The setting intergrated to the text 
d) Explicit spatiotemporal information at chapter heading 

(2) TEXTUAL EMPHASIS;  focus on: 
a) space  
b) time 
c) characters 
d) action 
e) other, what 

(3) LAYER 
a) Physical  
b) Mental  
c) Socio-cultural  

(4) DISCOURSE TYPE AND NARRATION PROFILE 
a) single / layered (frame + embedding / several interacting layers) 
b) narrator & the protagonist 

1. External Narrator 
2. Internal Narrator – 1st person Protagonist 
3. Internal Narrator – 3rd person Protagonist 

(5) NAMED CHARACTERS 
a) Protagonist 
b) Other Characters 
c) Relationships: 

(6) FRAME TYPES 
(6.1) SPACE 

a) Global frame 
Explicit 
Implicit 
Central Frame Triggers: 

b) Local frame 
Explicit: 
Implicit: 
Central Frame Triggers: 

(6.2) TIME 
1. Explicit 
2. Implicit 

Central Frame Triggers 
 

a) Subjective elements: 
b) Intersubjective elements: 
c) Fictive elements: 
d) Objective elements: 

 
Comments: 
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Appendix III. Some examples of the analysis 
 

(A) (# 3) Robert Demaria (American) 1985: Stone of Destiny (Male, HistoryWar, 
Novel) (For a discussion, see Example 7.4 in Section 7.1.) 

 
LOCATION: The setting intergrated to the text (The setting built gradually) 
TEXTUAL EMPHASIS: space & action: falconeering + characters in surroundings 
VIEWPOINT TO THE WORLD: Physical world / action in surroundings 
DISCOURSE TYPE AND NARRATION PROFILE: single / narrat. & protag.: Ext. Narr./past tense 
NAMED CHARACTERS: Protagonist: Duff mac Boedhe; Other Characters: Gruoch; siblings 
FRAME TYPES (1) SPACE: Outdoors; Global frame: Scotland; Local frame: castle / Ancient fort / 
ruins; Implicit: outdoors: rocky trail, barren slope, wall of what was once an ancient fort. (2) TIME: 
Explicit: year 1005; Implicit / Central Frame Triggers: clothes; shoes lined with rabbit fur, heavy 
woolen tunica, sheepskin vest; Subjective elements: age references (12 yeasr old, 10 years old); 
Intersubjective elements: royalties and dynasties in Scotland; King of Scotland, falconeering 
Comments: Ling. Paint.! Spatio-temporally relevant lexemes and phrases: ”The dark brown, blue-
hooded falcon … Duf mac Boedhe … manly in his leather boots and sheepskin vest. “We’ll go up to 
the old stone wall,” … on the narrow, rocky trail that led up a barren slope … Gruoch … the children 
of Boedhe, whose father Kenneth had been the king of Scotland until his violent death … By the time 
Duff reached the crumbling wall of what was once an ancient fort … a heavy woolen tunic … shoes 
lined with rabbit fur … It was a female merlin, given to him by Drust, the gamekeeper at Duncath, 
which was fortress, home, and village for this dispossessed branch of the royal family. Thirteen years 
had passed since the old king was killed in the year of our Lord 1005. And for all those years his 
murderer and cousin, Malcolm II, sat on the throne of Scotland.” (pp. 3-4.)  Historical details and 
artefacts. Frame triggers in names. 
 
Ref. Author Setting  LP Thematic Emph. Layer Frame  Discourse  
3 Demaria Grad/Inte LingP Space-Action Physical Out-Cul Ext / past 
 
Ref Author Origin Sex Title beginning Publ. Genre Form 
3 Demaria, R. Am MA Stone of Destiny 1985 HW NOV 
 
(B) (# 4) Ernest Hemingway (American) 1929: A Farewell to Arms (Male, 
History/War, Novel) 
 
LOCATION: Separate setting at the beginning: “In the late summer of that year we lived in a house in 
a village that looked across the river and the plain to the mountains.” 
TEXTUAL EMPHASIS: space & time a village during the war, Autumn 
VIEWPOINT TO THE WORLD: Physical world (the surroundings: mountain village in late 
summer); Socio-cultural world (the war) 
DISCOURSE TYPE AND NARRATION PROFILE: single, narrator & the protagonist; Internal 
Narrator – 1st person Protagonist (“we”); past tense 
FRAME TYPES: (1) SPACE: Outdoors (mountain village); Global frame: mountain village; Local 
frame: house. (2) TIME: Late summer; Implicit / Central Frame Triggers: the leaves fell early that 
year, troops marching; lexical references to the war and the season; Intersubjective elements: A 
Farewell to Arms (Title) => After the war 
Comments: Linguistic Painting / Spatio-temporally relevant lexemes and phrases: “In the late summer 
of that year we lived in a house in a village that looked across the river and the plain to the mountains 
… Troops … the leaves fell early that year … we saw the troops marching … leaves, stirred by the 
breeze, falling and the soldiers marching and afterward the road bare and white except for the leaves … 
There was fighting in the mountains and at night we could see the flashes from the artillery. In the dark 
it was like summer lightning, but the nights were cool and there was not the feeling of a storm coming 
… sometimes in the dark we heard the troops marching under the window and guns going past pulled 
by motor-tractors … much traffic at night … mules … boxes of ammunition … gray motor trucks … 
big guns … the long barrels of the guns covered with green branches and green leafy branches and 
vines laid over the tractors … a valley … chestnut trees … mountain … river … in the fall when the 
rains came the leaves all fell from the chestnut trees and the branches were bare and the trunks black 
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with rain. The vineyards were thin and bare-branched too and all the country wet and brown and dead 
with the autumn“ (pp. 3-4). Time passing and cyclicity! 
 
Ref. Author Setting  LP Thematic Emph. Layer Frame  Discourse  
4 Hemingwa Separate LingP Space-Time Phys+Soc-cu Out-Cul Int-1 / past 
 
Ref Author Origin Sex Title beginning Publ. Genre Form 
4 Hemingway, E. Am. MA A Farewell to Arms 1929 HW NOV 
 
(C) (# 7) Ellis Peters (British) 1983: The Devil’s Novice (Female, DetectiveHistoryWar, 
Novel) (For a discussion, see Example 5.30 in Chapter 5.) 

 
LOCATION: Separate setting at the beginning: “In the middle of September of that year of our Lord, 
1140, two Lords of Shropshire manors, one north of the town of Shrewsbury, the other south, sent 
envoys to the abbey of Saint Peter and Saint Paul on the same day, desiring the entry of …” 
TEXTUAL EMPHASIS: characters & action 
VIEWPOINT TO THE WORLD: Socio-cultural world 
DISCOURSE TYPE AND NARRATION PROFILE: layered (frame + embedded dialogues); 
External Narrator, PAST 
NAMED CHARACTERS: Protagonist: Cadfael; Other Characters: several monks; Relationships: 
members of the same religious community 
FRAME TYPES: (1) SPACE: monastery; Global frame: Shrewsbury etc.; Local frame: Monastery; 
Explicit: The abbey of Saint Peter and Saint Paul; Implicit / Central Frame Triggers: Abbot, Cloister, 
Brother. (2) TIME: Explicit: September, year 1140 
Comments: The protagonist is not introduced as the very first character at the very beginning. Note the 
use of titles in the text: Abbot Radulfus, Brother Prior, Brother Sub-Prior, Brother Paul, Brother 
Edmund, “a child of the cloister”, Brother Cadfael. A story set in religious / historical surroundings. 
 
Ref. Author Setting  LP Thematic Emph. Layer Frame  Discourse  
7 Peters Separate - Character-Action  Soc-cult In Ext / past 
 
Ref Author Origin Sex Title beginning Publ. Genre Form 
7 Peters, E. Br FE The Devil’s N 1983 D/HW NOV 
 
(D) (# 37) Winston Groom (American) 1994: Forrest Gump (Male, Biographical, Novel) 
(For a discussion, see Example 5.4 in Section 5.3.1.) 
 
LOCATION: The setting built gradually /  intergrated to the text 
TEXTUAL EMPHASIS: characters 
VIEWPOINT TO THE WORLD: Mental world 
DISCOURSE TYPE AND NARRATION PROFILE: Internal Narrator – 1st person Protagonist; 
Dual present tense frame, past embedded stories. 
NAMED CHARACTERS: Protagonist: Forrest Gump 
FRAME TYPES (1) SPACE: Outdoors; Global frame: Outdoors; Local frame: street / yard. (2) 
TIME: Implicit: “the other day” . Subjective elements: Focus on biographical details and mental 
properties of the character experienced by the 1st person protagonist-narrator  
Comments: Focus on how the character has experienced his life and the relationship he has to the rest 
of the society. Backgrounding “I been a idiot since I was born” (Span) => “The other day” (Specific 
instance) Personal focus from global to local (cf. Ellison’s Invisible Man) 
 
Ref. Author Setting  LP Thematic Emph. Layer Frame  Discourse  
37 Groom Grad/Inte - Character Mental Out-Cul Int-1 / Dual 
 
Ref Author Origin Sex Title beginning Publ. Genre Form 
37 Groom, W. Am MA Forrest Gump 1994 BIO NOV 
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(E) (# 42) E. L. Doctorow (American) 1974: Ragtime (Male, Historical, Novel) (For a 
discussion, see Example 4.8 in Section 4.3.2.) 
 
LOCATION: Separate setting at the beginning: “In 1902 Father built a house at the crest of the 
Broadview Avenue Hill in New Rochelle, New York” 
TEXTUAL EMPHASIS: space & time 
VIEWPOINT TO THE WORLD: Socio-cultural world 
DISCOURSE TYPE AND NARRATION PROFILE: Internal Narrator – 1st person Protagonist 
(indirectly: father; uncertain based on the beginning) 
NAMED CHARACTERS: (Neutral; father) 
FRAME TYPES: (1) SPACE: Global frame New York; Explicit: “crest of the Broadview Avenue 
Hill in New Rochele, New York”; Local frame: house, mansion; Central Frame Triggers: descriptive 
details.  
(2) TIME: Explicit: 1902, June; Implicit / Central Frame Triggers: Socio-cultural conventions, sense 
of an era, fashion, etc.; Intersubjective elements: Sense of the socio-cultural, historical period 
Comments: Linguistic Painting! Socio-culturally emphatic description of a historical period. Explicit 
information combined with highly descriptive material; several lexical frame triggers based 
architectural details: “a three-story brown shingle with dormers, bay windows and a screening porch. 
Striped awnings shaded the windows” “stout manse”; socio-cultural information: “income was derived 
from the manufacture of flags and buntings and other accoutrements of patriotism, including 
fireworks”; historical information: “Teddy roosevelt was President”; social conventions: “sexual 
fainting”, “The population customarily gathered in great numbers either out of doors for parades, 
public concerts, fish fries, political picnics, social outings or indoors in meeting halls, vaudeville 
theatres, operas, ballrooms”;  time-sensitive artefacts: “steamers and trolleys”; and fashion: “Women 
were stouter then” “carrying white parasols” “Everyone wore white in summer” “Tennis racquest were 
hefty and the racquet faces elliptical”. Father with a capitalized “F”. 
 
Ref. Author Setting  LP Thematic Emph. Layer Frame  Discourse  
42 Doctorow Separate LingP Space-Time Soc-cult Neutr Int-1 / Past 
 
Ref Author Origin Sex Title beginning Publ. Genre Form 
42 Doctorow, E.L. Am MA Ragtime 1974 HW NOV 
 
(F) (# 44) E. M. Forster (British) 1908: A Room with a View (Male, Other, Novel) (For a 
discussion, see Example 7.7 in Section 7.1.) 
 
LOCATION: The setting built gradually / intergrated to the text; Explicit spatiotemporal information 
at chapter heading: the room 
TEXTUAL EMPHASIS: characters 
VIEWPOINT TO THE WORLD: Socio-cultural world: British tourists in an Italian hotel in 
Florence 
DISCOURSE TYPE AND NARRATION PROFILE: layered (frame + dialogues!); External 
Narrator; PAST TENSE 
NAMED CHARACTERS: Lucy, Miss Bartlett, Charlotte; Other characters: Signora; Relationships: 
Tourists, hotel guests (just arrived) 
FRAME TYPES: (1) SPACE: Indoors, Hotel (with a British flavour); Global frame: Arno (river), 
Italy, Firenze; Central Frame Triggers: Gricean maxims, dialogues (Italy and England contrasted); 
Local frame: hotel; Explicit: “north rooms, looking into a courtyard…” 
Comments: LAYERED! Note the two contrasted potential frames (England and Italy) several lexical 
frame triggers, partly inactive. The setting established indirectly, partly in dialogues. A textual 
combination of Italian and English elements. Italian elements: The Signora, Arno (river); English 
elements: Miss Bartlett, Lucy, Charlotte; cockney (as the unexpected accent); It might be London; two 
rows of English people the portraits of the late Queen and the late Poet Laureate; the notice of the 
English church (Note that a part of this information would not have been specified in England as not 
relevant; cf. RELEVANCE); Local frame: South rooms with a view north rooms, looking into a 
courtyard; “I wanted to see the Arno. The rooms the Signora promised us in her letter would have 
looked over the Arno…” Might be London => which means that is not!!! 
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Ref. Author Setting  LP Thematic Emph. Layer Frame  Discourse  
44 Forster Grad/Inte LingP Character Soc-cult In Ext / Past 
 
Ref Author Origin Sex Title beginning Publ. Genre Form 
44 Forster, E.M. Br MA A Room with a View 1908 OTH NOV 
 
(G) (# 45) William Golding (British) 1955: The Inheritors (Male, Other/Historical, 
Novel) (For a discussion, see Example 5.20 in Section 5.3.2. and Table 4.16.) 
 
LOCATION: The setting built gradually / intergrated to the text 
TEXTUAL EMPHASIS: action 
VIEWPOINT TO THE WORLD: Physical world 
DISCOURSE TYPE AND NARRATION PROFILE: External Narrator; PAST 
NAMED CHARACTERS: Lok, Liku 
FRAME TYPES: SPACE: Global frame: Outdoors; Central Frame Triggers: Lexical frame triggers; 
Local frame: Implicit: Forest / Central Frame Triggers: Lexical frame triggers  
Comments: Linguistic Painting! Motion! A lexically established forest, triggers scattered as a part of 
the motion: carried his thorn bush, the drifts of vivid buds, displayed roots of the beeches, puddle of 
water lay across the trail, they could hear the river, “The beeches opened, the bush went away and they 
were in the little patch of flat mud where the log was.” The onyx marsh water, the river, “The trail 
along by the river began again on the other side on ground that rose until it was lost in the trees. 
Description of surroundings through the rapid motion (they run through the forest!). 
 
Ref. Author Setting  LP Thematic Emph. Layer Frame  Discourse  
45 Golding Grad/Inte LingP Action Physical Out-Geo Ext / Past 
 
Ref Author Origin Sex Title beginning Publ. Genre Form 
45 Golding, W. Br MA The Inheritors 1955 OTH/HW NOV 
 
(H) (# 46) Arthur C. Clarke (British / India) 1982: 2010: Odyssey Two ( Male, Science 
Fiction, Novel) (For a discussion, see Example 5.2 in Section 5.1.) 

 
LOCATION: Separate setting at the beginning; Explicit spatiotemporal information at chapter 
heading: 2010. The setting provided text-initially as a separate setting: “Even in this metric age, it was 
still the thousand-foot telescope, not the three-hundred-metre one. The great saucer set among the 
mountains was already half full of shadow, as the tropical sun dropped swiftly to rest, but the triangular 
raft of the antenna complex suspended high above its centre still blazed with light. From the ground far 
below, it would have taken keen eyes to notice the two human figures in the aerial maze of girders, 
support gables, and waveguides.” 
TEXTUAL EMPHASIS: space  
VIEWPOINT TO THE WORLD: Physical world; artefacts, equipment in physical surroundings 
DISCOURSE TYPE AND NARRATION PROFILE: External Narrator; PAST 
FRAME TYPES: (1) SPACE:  OUTDOORS, Mountains, Astrolab; Global frame: Mountains, 
Tropics; Local frame: the antenna, space observatory. (2) TIME: Explicit: 2010 (Title); Implicit: Time 
of the day (day -> evening); Central Frame Triggers: sun, shadows etc. 
Intersubjective elements: Techno-oriented description of the physical surroundings 
Comments: Linguistic Painting. A clear text-initial descriptive setting for physical surroundings 
outdoors. Artefacts as a part of the physical environment.  
 
Ref. Author Setting  LP Thematic Emph. Layer Frame  Discourse  
46 Clarke Separate LingP Space Physical Out-Cul Ext / Past 
 
Ref Author Origin Sex Title beginning Publ. Genre Form 
46 Clarke, A.C. Br MA 2010: Odyssey 1982 SF NOV 
 
(I) (# 84) Jane Austen (British) 1816: Emma (Female / Novel) (For a discussion, see 
Example 5.3 in Section 5.1.) 
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LOCATION: The setting built gradually / intergrated to the text 
TEXTUAL EMPHASIS: characters (biographical information) “and had lived nearly twenty-one 
years in the world with very little to distress or vex her” 
VIEWPOINT TO THE WORLD: Socio-cultural world 
DISCOURSE TYPE AND NARRATION PROFILE: single; External Narrator; PAST 
NAMED CHARACTERS: Protagonist: Emma Woodhouse (cf. Title) 
FRAME TYPES: (1) SPACE: village / town; Global frame: Explicit: Highbury; Local frame: 
Explicit: Hartfield (indoors: Dinner). (2) TIME: Subjective elements: age: 21 years; Intersubjective 
elements: dinner 
Comments: biographical and socio-cultural information. Begins slowly, gradually. 
 
Ref. Author Setting  LP Thematic Emph. Layer Frame  Discourse  
84 Austen Grad/Inte - Character Soc-cult In Ext / Past 
 
Ref Author Origin Sex Title beginning Publ. Genre Form 
84 Austen, J. Br FE Emma 1816 LOV NOV 
 
(J) (# 86) Herman Melville (American) 1851: Moby Dick (Male / Adventure / Novel) (For 
a discussion, see Example 5.1 in Section 5.1.) 
 
LOCATION: The setting built gradually / intergrated to the text 
TEXTUAL EMPHASIS: character 
VIEWPOINT TO THE WORLD: Mental world (what the character feels; how he interprets the 
surroundings and how they reflects his mood) 
DISCOURSE TYPE AND NARRATION PROFILE: Int. Nar. – 1st prs. Prot.; DUAL pres. + past 
NAMED CHARACTERS: Ishmael 
FRAME TYPES: SPACE: town (+ sea) Local frame: town (longing to the seas) 
Comments: Generic notions; metaphorical uses! “the watery part of the world” warehouses (the use 
of plural!). Surroundings used for creating the protagonist rather than the current spatial location.  
 
Ref. Author Setting  LP Thematic Emph. Layer Frame  Discourse  
86 Melville Grad/Inte - Character Mental Neutr Int-1 / Dual 
 
Ref Author Origin Sex Title beginning Publ. Genre Form 
86 Melville, H. Am MA Moby Dick 1851 AD NOV 
 
(K) (# 89) Mark Twain (Samuel Clemens) (American) 1894: “The Tragedy of 
Pudd’nhead Wilson” (Male / Short Story) (For a discussion, see Example 4.4 in Section 
4.3.1.) 

 
LOCATION: Separate setting at the beginning 
TEXTUAL EMPHASIS: space “The scene of this chronicle is the town of Dawson’s Landing, on the 
Missouri side of the Mississippi, half a day’s journey, per steamboat, below St. Louis.” 
VIEWPOINT TO THE WORLD: Physical world / Socio-cultural world 
DISCOURSE TYPE AND NARRATION PROFILE: External Narrator; PAST 
FRAME TYPES: (1) SPACE: Outdoors, Town; Global frame: Explicit: Mississippi; Local frame: 
Explicit: Dawson’s Landing. (2) TIME: Explicit: 1830 
Comments: Several, gradual stages for the creation of the surroundings! A clearly separate settings! 
Ling. Paint.! Description of the physical and the socio-cultural surroundings with a point of view. 
Spatial location -> Temporal location -> Description 
 
Ref. Author Setting  LP Thematic Emph. Layer Frame  Discourse  
89 Twain Separate LingP Space Phys+Soc-cu Out-Cul Ext / Past 
 
Ref Author Origin Sex Title beginning Publ. Genre Form 
89 Twain, M. Am MA The Tragedy of P 1894 SST SST 
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Appendix IV. Textual properties of the settings 
 
Ref. Author Setting 

type 
Ling. 
Paint 

Thematic Emph. Layer Frame 
type 

Discourse 
type 

1 Lawrence  Grad/Inte - Character Soc-cult Neutr Ext / past 
2 Marsh Grad/Inte - Other Physical Dual:  

train 
Discussion 

3 Demaria Grad/Inte LingP Space-Action Physical Out-Cul Ext / past 
4 Hemingwa Separate LingP Space-Time Phys+Soc-cu Out-Cul Int-1 / past 
5 Hemingwa Separate LingP Action Physical Out-Cul Ext / past 
6 Sillitoe Grad/Inte - Character Ment+Soc-c Dyn Int-1 / pres 
7 Peters Separate - Character-Action  Soc-cult In Ext / past 
8 Peters Separate - Time-Action Soc-cult In Ext / past 
9 Joyce Grad/Inte - Character-Time  Soc-cult In Int-1 / past 
10 Joyce S+G/I - Character-Action  Soc-cult Out-Cul Int-3 / past 
11 Joyce S+G/I - Space Physical Out-Cul (Ext) Int-1 / 

past 
12 Joyce Grad/Inte - Character-Space Phys+Ment Dual: 

window 
Ext / past 

13 Irving Grad/Inte - Action Soc-cult Neutr Int-3 / dual 
14 Ellis Grad/Inte LingP Space Phys+Soc-cu Dual: car Ext / pres 
15 Francis Grad/Inte - Action Physical Dyn Int-1 / past 
16 Francis Grad/Inte - Character-Action Soc-cult Out-Cul Int-3 / past 
17 Vidal Grad/Inte LingP Space Phys+Soc-cu Dual: car Ext / pres 
18 Marsh Grad/Inte LingP Action / Discuss Soc-cult Dyn Ext / past 
19 Vonnegut Separate - Space-Time Physical Out-Cul Ext / pres 
20 Sayers Grad/Inte - Action Soc-cult Neutr Letters & 

clippings 
21 Irving Grad/Inte - Character  Mental Neutr Int-3 / Dual 
22 Conrad Grad/Inte - Character-Space Soc-cult In Int-3 / Past 
23 Conrad Separate - Space Physical Dual: ship Int-3 / Past 
24 Conrad Separate LingP Character-Space Physical Dual: ship Ext / Past 
25 Natsuki Grad/Inte LingP Action Soc-cult In Ext / Past 
26 Bellow Separate LingP Space Physical Dual: train Ext / Past 
27 Stoker Separate - Space Physical Dual: train Int-1 / Past 
28 Shelley Separate - Space Physical Out-Cul Int-1 / Pres 
29 Sayers S+G/I LingP Space Phys+Soc-cu Dual: 

window 
Ext / Past 

30 Sayers S+G/I LingP Character-Space Soc-cult In Ext / Past 
31 Christie Grad/Inte LingP Character-Action Soc-cult In Ext / Past 
32 Ellison Grad/Inte - Character Ment+Soc-c Out-Cul Int-1 / Dual 
33 Heller Grad/Inte - Character-Space Ment+Soc-c In Ext / Past 
34 King Separate LingP Character-Space Physical In Ext / Past 
35 King Grad/Inte - Character-Action Soc-cult In Ext / Past 
36 Kerouac Grad/Inte LingP Character Soc-cult In Int-3 / Past 
37 Groom Grad/Inte - Character Mental Out-Cul Int-1 / Dual 
38 Holt Grad/Inte - Char-Space-Time Soc-cult In Int-1 / Dual 
39 Dorris Grad/Inte - Character-Space Soc-cult In Int-1 / Pres 
40 Roth Grad/Inte - Character Soc-cult Neutr Int-1 / Dual 
41 McEwan Grad/Inte - Character Soc-cult In Int-1 / Past 
42 Doctorow Separate LingP Space-Time Soc-cult Neutr Int-1 / Past 
43 Updike S+G/I LingP Space Phys+Soc-cu Out-Cul Ext / Past 
44 Forster Grad/Inte LingP Character Soc-cult In Ext / Past 
45 Golding Grad/Inte LingP Action Physical Out-Geo Ext / Past 
46 Clarke Separate LingP Space Physical Out-Cul Ext / Past 
47 Heinlein Separate LingP Space-Action Soc-cult Out-Cul Int-1 / Past 
48 Wells Grad/Inte LingP Character Soc-cult In Ext / Past 
49 Wells S+G/I - Space-Time Physical Neutr Ext / Pres 
50 Doyle S+G/I LingP Character Soc-cult In Int-3 / Past 
51 Austen Separate LingP Character-Space Soc-cult Neutr Ext / Past 
52 BofE S+G/I - Time Physical Neutr Ext / Past 
53 BofE S+G/I - Character-Action Soc-cult In Int-1 / Past 
54 BofE Separate - Character-Space Soc-cult Neutr Ext / Past 
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55 BofE Grad/Inte LingP Action Soc-cult Dyn / In Ext / Past 
56 BofE Grad/Inte - Character Soc-cult Neutr Ext / Past 
57 BofE S+G/I - Char-Space-Act Phys+Soc-cu Out-Cul Ext / Past 
58 BofE Separate LingP Space Physical Out-Geo Int-1 / Pres 
59 BofE S+G/I - Character-Action Soc-cult Neutr Int-1 / Pres 
60 BofE Separate LingP Space Physical Out-Geo Ext / Past 
61 BofE Grad/Inte - Space-Action Ment+Soc-c In Ext / Past 
62 BofE Grad/Inte LingP Space Phys+Soc-cu In Ext / Past 
63 BofE Grad/Inte LingP Character / car Soc-cult Dual: car Ext / Past 
64 BofE Separate LingP Character Ment+Soc-c In Ext / Past 
65 Bierce Separate - Character-Action Physical Out-Geo Ext / Past 
66 Cather Separate LingP Space Physical Out-Cul Ext / Past 
67 Bronte S+G/I - Character Soc-cult Out-Cul Int-1 / Dual 
68 Hawthorne Grad/Inte LingP Space Physical Out-Cul Int-3 / Dual 
69 James Grad/Inte - Action Soc-cult Out-Cul Ext / Dual 
70 Maugham  S+G/I LingP Action Phys+Soc-cu In Ext / Past 
71 Heinlein Grad/Inte LingP Action Soc-cult In Int-1 / Past 
72 Norris Separate LingP Space-Action Soc-cult In Ext / Past 
73 Orczy Separate LingP Spac-Time-Act Soc-cult Out-Cul Ext / Past 
74 Poe Separate LingP Space Phys+Ment Out-Geo Int-1 / Past 
75 Stevenson S+G/I - Character Soc-cult In Int-3 / Past 
76 Verne Separate - Character Soc-cult Neutr Int-3 / Past 
77 Wilde S+G/I - Character-Space Soc-cult Out-Cul Ext / Past 
78 Francis Grad/Inte LingP Action Soc-cult In Int-1 / Past 
79 Cannary S+G/I - Character Phys+Soc-cu Neutr Int-1 / Past 
80 Fielding Separate - Character Soc-cult Neutr Ext / Past 
81 Twain Separate - Space Phys+Soc-cu Neutr Ext / Past 
82 Dickens Grad/Inte - Character Soc-cult In Ext / Past 
83 Burroughs Separate - Character Soc-cult Out-Geo Int-1 / Dual 
84 Austen Grad/Inte - Character Soc-cult In Ext / Past 
85 Twain Separate - Character Soc-cult Neutr Int-1 / Past 
86 Melville Grad/Inte - Character Mental Neutr Int-1 / Dual 
87 Burroughs S+G/I LingP Action Soc-cult In Ext / Past 
88 Doyle Grad/Inte - Cha-Spa-Act-Tim Phys+Soc-cu In Int-1 / Dual 
89 Twain Separate LingP Space Phys+Soc-cu Out-Cul Ext / Past 
90 Burroughs S+G/I LingP Character Physical Out-Geo Ext / Past 
91 Hardy Separate - Space-Action Physical Out-Cul Ext / Past 
92 Woolf Separate - Space Physical Out-Cul Ext / Past 
93 Hope Grad/Inte LingP Character Soc-cult In Int-1 / Past 
94 Clarke Separate LingP Char-Space-Act Physical Out-Geo Ext / Past 
95 Asimov Grad/Inte LingP Character-Action Phys+Ment Out-Geo Ext / Past 
96 Defoe Separate - Other Soc-cult Neutr Neutral 
97 Joyce S+G/I - Character Mental Neutr Ext / Past 
98 Joyce Grad/Inte - Character Soc-cult In Ext / Past 
99 Tey Grad/Inte - Character-Space Ment+Soc-c In Ext / Past 
100 Pynchon Grad/Inte LingP Space-Action Phys+Soc-cu Dual: 

carriage 
Ext / Pres 

101 Darnton Grad/Inte LingP Char-Space-Act Physical Out-Cul Ext / Past 
102 Pirzig Grad/Inte LingP Space Phys+Ment Out-Cul Int-1 / Pres 
103 Powell Grad/Inte LingP Space Physical Out-Cul Int-1 / Past 
104 Malamud Separate LingP Space-Action Phys+Soc-cu Dual: 

window 
Ext / Past 

105 Durrell Grad/Inte - Space Ph+Mnt+sc Dual: train Int-1 / Past 
106 Naipaul Grad/Inte - Char-Space-Time Soc-cult Neutr Ext / Past 
107 Le Guin Separate LingP Space Phys+Soc-cu Out-Cul Ext / Past 
108 Naipaul  Separate LingP Space-Action Physical Dual: car Ext / Past 
109 Morrison Grad/Inte LingP Character Soc-cult Out-Cul Int-1(/3) / 

Dual 
110 Burgess Separate LingP Character-Space Soc-cult In Int-1 / Past 
111 Kerouac Grad/Inte - Character Phys+Soc-cu Dyn Int-3 / Past 
112 MacLavert Grad/Inte LingP Character-Action Soc-cult In Ext / Past 
113 Cowan Grad/Inte LingP Action Soc-cult In Ext / Past 
114 Marshall Separate LingP Char-Space-Act Physical Out-Geo Int-1 / Past 
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115 James Separate LingP Space Soc-cult Neutr Ext / Past 
116 Schlunke Separate - Character-Action Soc-cult In Ext / Past 
117 Morrison Grad/Inte - Action Soc-cult In Ext / Past 
118 Clarke Grad/Inte - Other Mental Out-Geo Discussion 
119 Clarke Grad/Inte LingP Character-Space Mental Out-Geo Ext / Past 
120 Eliot Grad/Inte - Character Mental In Int-1 / Dual 
121 Kipling S+G/I - Character-Space Soc-cult Neutr Int-3 / Dual 
122 Benson Grad/Inte - Character Mental Dyn Ext / Past  
123 Beckett Grad/Inte LingP Character Mental In Ext / Past 
124 Hughes S+G/I LingP Space Physical Out-Geo Int-1 / Dual 
125 Prichard S+G/I LingP Character Phys+Soc-cu Out-Cul Ext / Past 
126 Joyce Grad/Inte - Character Soc-cult Neutr Ext / Past 
127 Baynton  Grad/Inte LingP Character-Action Soc-cult Out-Geo Ext / Past 
128 James Separate - Space Soc-cult In Ext / Past 
129 James Separate - Other Soc-cult In Discussion 
130 James Separate LingP Char-Space-Time Soc-cult Dual: train Ext / Past 
131 James Separate - Char-Space-Time Ment+Phys Out-Cul Int-1 / Past 
132 Bruchac S+G/I - Space Phys+Soc-cu Dual: car Ext / Past 
133 Edmo S+G/I - Character-Space Soc-cult Out-Cul Int-3 / Past 
134 Harjo S+G/I LingP Action Soc-cult Out-Cul Int-3 / Past 
135 Wolf Grad/Inte - Character Soc-cult Dual: 

window 
Ext / Past 

136 Lazarus Separate - Char-Space-Time Soc-cult In Int-1 / Past 
137 Lazarus Grad/Inte - Character Mental In Int-1 / Past 
138 Lazarus S+G/I - Time- Action Mental In Int-1 / Dual 
139 Freeman Grad/Inte - Action Physical Out-Geo Ext / Past 
140 Chopin Grad/Inte - Character-Action Ment+Soc-c Dual: 

window 
Ext / Past 

141 Hurston Separate LingP Character-Action Soc-cult In Ext / Past 
142 Porter Separate LingP Char-Space-Act Soc-cult Out-Cul Ext / Past 
143 Rawlings Separate LingP Space Physical Out-Cul 

terrace 
Ext / Past 

144 Spencer S+G/I - Character-Action Soc-cult In Ext / Past 
145 Bingham Separate - Action Soc-cult In (Dual: 

window) 
Ext / Past 

146 Zelver Separate LingP Character-Space Soc-cult Dual: 
window 

Ext / Past 

147 Phillips Separate - Action Soc-cult In Int-1 / Pres 
148 Packer Separate LingP Character-Action Mental Dual: car Ext / Past 
149 Alcott Separate LingP Action Ment+Soc-c In Ext / Past 
150 Smith Separate LingP Character-Space Phys+Soc-cu Dual: car Ext / Dual 

 
 Figures for some central textual properties of settings:  
 
Setting type: Separate setting: 55; Gradual/Integrated setting (Grad/Inte): 68; 
Combination/Mixed type (S+G/I): 27.  
 
Linguistic painting: (LingP) 70 texts  

 
Thematic emphasis: Character-oriented: 82 (38 single / 44 combinations); Space-oriented: 69 
(28 single / 41 combinations); Action-oriented: 52 (20 single / 32 combinations); Time-oriented: 
15 (1 single / 14 combinations) 

 
Frame types: Outdoors 49 (Cultural 33 (Out-Cul), Geographical 14 (Out-Geo), both 2 (Out-B)), 
Indoors 50 (In), Dual 21 (Dual: window type (6), means of trasnportation (15)), Dynamic 6 (Dyn) 
(in->out/out->in), Neutral 24 (Neutr). 
 
Discourse types: (1.) Narrator type: External (Ext) (91), Internal: Internal-1st-person (Int-1) (41), 
Internal-3rd-person (Int-3) (15). (2.) Tense: Present (Pres) (11), Past (118), Dual (Layered with 
both tenses) (21). 
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Appendix V. Variation in the thematic emphasis and some other central properties of 
the settings  

 
Them. Foc. Combination type Number Subtypes 

Character(s) + Space (+X) 28 17 Character(s) + Space (I) 
5 Character(s) + Space + Action 
5 Character(s) + Space + Time 
1 Character(s) + Space + Action + Time 

Character(s) + Action (+X) 21 15 Character(s) + Action (II) 
5 Character(s) + Action + Space 
1 Character(s) + Action + Space + Time 

Character(s) + Time (+X) 7 5 Character(s) + Time + Space 
1 Character(s) + Time  
1 Character(s) + Time + Space + Action  

Character 

Total: 44 (Overlap excluded) 
Space + Character(s) (+X) 28 17 Space + Character(s) (I)  

5  Space + Character(s) + Time 
5  Space + Character(s) + Action 
1  Space + Character(s) + Action + Time 

Space + Action (+X) 15 8 Space + Action (II) 
5 Space + Action + Character(s) 
1 Space + Action + Time 
1 Space + Action + Character(s) + Time 

Space + Time (+X) 11 5 Space + Time + Character(s) 
4 Space + Time 
1 Space + Time + Action 
1 Space + Time + Character(s) + Action 

Space 

Total: 41 (Overlap excluded) 
Action + Character(s) (+X) 21 15 Action + Character(s) (I) 

5 Action + Character(s) + Space 
1 Action + Character(s) + Space + Time  

Action + Space (+X) 15 8 Action + Space (II) 
5 Action + Space + Character(s) 
1 Action + Space + Time 
1 Action + Space + Characters(s) + Time 

Action + Time (+X) 4 2 Action + Time 
1 Action + Time + Space 
1 Action + Time + Character(s) + Space 

Action 

Total: 32 (overlap excluded) 
Time + Space (+X) 11 5 Time + Space + Character(s) (I) 

4 Time + Space (II) 
1 Time + Space + Action 
1 Time + Space + Character(s) + Action 

Time + Character(s) (+X) 7 5 Time + Character(s) + Space (I) 
1 Time + Characater(s) 
1 Time + Character(s) + Space + Action 

Time + Action (+X) 4 2 Time + Action 
1 Time + Action + Space 
1 Time + Action + Space + Character(s) 

Time 

Total: 14 (Overlap excluded) 
 
 Single Combination  Total 
Character 38 44 82 
Space 28 41 69 
Action 20 32 52 
Time 1 14 15 
Other - - 4 
Of all texts (overlap eliminated) 87 63 150 



 XXXI

 
Combinations of two Combinations of three Combinations of four 
17 Character(s) + Space 
15 Character(s) + Action 
8 Space + Action 
4 Space + Time 
2 Action + Time 
1 Character(s) + Time 

5 Character(s) + Space + Time 
5 Character(s) + Space + Action 
1 Space + Action + Time  
0 Character(s) + Action + Time  

1 Character(s) + Space + Action 
+ Time 

 
Thematic 
emphasis 
(single & 
combined) 

Tense External 
narrator 

Internal 1st pers. 
narrator 

Internal 3rd 
pers. narrator 

Total 

Present Tense - 3 - 3 
Past Tense 46 11 9 66 
Dual (pres + 
past) 

1 10 2 13 

Character 

Total 47 24 11 82 
Present Tense 5 4 - 9 
Past Tense 39 12 3 54 
Dual (pres + 
past) 

1 3 2 6 

Space 

Total 45 19 5 69 
Present Tense 1 2 - 3 
Past Tense 35 6 3 44 
Dual (pres + 
past) 

1 2 1 4 

Action 

Total 37 10 4 51+1 
Present Tense - - - - 
Past Tense 6 5 - 11 
Dual 
(pres+past) 

1 3 - 4 

Time 

Total 7 8 - 15 
Thematic emphasis, tense and narrator-types in settings 

 
Thematic 
Emphasis 

Interaction with the 
World 

Single Combination Total 

I. Socio-cultural 50  12  62 
II. Mental 11  8  19 
III. Physical 7 8  15 

Character 

Total 68 14 (overlap excl.) 82 (overlap excl. 
I. Physical 24  20  44 
II. Socio-cultural 21  19  40 
III. Mental 1 8 9 

Space 

Total 46 23 (overlap excl.) 69 (overlap excl.) 
I. Socio-cultural 30  8  38 
II. Physical 12  5  17 
III. Mental 2 3 5 

Action 

Total 44 8 (overlap excl.) 52 (overlap excl.) 
I. Socio-cultural 8  2  10 
II. Physical 3  3  6 
III. Mental 1 1 2 

Time 

Total 12 3 (overlap excl.) 15 (overlap excl.)  
Thematic emphasis, single and combined layers in settings 
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Appendix VI. The distribution of nouns and verbs in WordNet 1.5 Lexicographer’s Files 
 
Noun type Tokens: types: 
Plant, flora 18 383 17 465 
Animal, fauna 14 020 13 577 
Artifact 14 362 12 564 
Person, human being 9 472 8 474 
Act, action, activity 8 451 7 246  
Communication 6 733 6 023 
Attribute, property 4 677 4 058 
Food 3 304 3 162 
Cognition, knowledge 3 368 3 025 
State, condition (stable states of affairs) 3 165 2 973 
Substance 3 039 2 955 
Location, place (spatial positions) 2 846 2 639 
Body, corpus 2 408 2 336 
Group, collection 2 563 2 272 
Quantity, amount, units of measure 1 782 1 618 
Natural objects (not man-made) 1 295 1 246 
Time and temporal relations 1 348 1 240 
Event, happening 1 322 1 219 
Possession 1 266 1 176 
Natural phenomenon 745 726 
Feeling, emotion 765 714 
Process 718 673 
Relation 550 532 
Shape (2- and 3-dimensional shapes) 476 456 
Motive, goals 56 55  
TOTAL104 107 114 98 424 
The lexical distribution in the WordNet 1.5 noun lexicon.  
 
Verb type tokens: types: 
change: change of size, temperature, intensity, etc. 4 066 3 036 
contact: touching, hitting, tying, digging, etc. 3 914 2 959 
communication: telling, asking, ordering, singing, etc. 3 209 2 523 
motion: walking, flying, swimming, etc.  2 556 1 886  
social: political and social activities and events 2 195 1 817 
cognition: thinking, judging, analyzing, doubting, etc. 1 522 1 243 
stative: being, having, spatial relations  1 413 1 098 
body: grooming, dressing and bodily care 1 176 1 048 
possession: buying, selling, owning, and transfer 1 355 1 047 
creation: sewing, baking, painting, performing, etc. 1 171 955 
competition: fighting, athletic activities, etc. 821 719 
perception: seeing, hearing, feeling, etc. 832 710 
emotion: feeling 796 686 
consumption: eating and drinking 583 504 
weather: raining, snowing, thawing, thundering, etc. 151 138 
TOTAL: 25 760 20 369 
Lexical distribution in the WordNet 1.5 verb lexicon 

                                                            
104 Some category internal overlap has been cleaned in relation to the previous table. 
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Appendix VII. Spatial and temporal frames in the corpus 
 
Frame and Texts (for ref. id., see above) Total (49) 
Geographical: forest, wood, jungle (#45, 60, 65, 74, 90, 127); canyon, valley (#58, 119); field 
(#95, 139); hills (#94, 118); desert (#83), ground (#124) 

14 

Cultural: street, road, pavement, barricade etc. (#28, 32, 37, 73, 92, 102, 109, 133); garden, 
yard, lawn (#10, 11, 37, 57, 69, 142); camp, town, city or village (#4, 66, 77, 89, 101, 125); 
boat+canal, seaport, space station (#5, 19, 107); cult, conv.: races, show, ceremony (#16, 47, 
134); country(side) (#91, 131); others: castle ruins (#3), astrolab (#46), quarry (#103), terrace 
(#143). 

33 

Both: (beach, #43, 114) 2 
Cultural and geographical frames 
 

Type Frame & authors 
Geographical Mountains (Darnton), moors, fields (Doyle, Demaria), sea and islands (Conrad, 

Vonnegut, Stevenson, Melville), beach (Updike), swamp (Poe), forest/jungle 
(Burroughs, Golding, Bierce), river (Twain, Golding) 

Cultural Global areas: Countries: Italy (Forster, Hemingway), Ireland (Joyce, MacLaverty), 
Brazil (Updike); 
Local areas: Cities, villages, towns,... (Hemingway, Twain, Vonnegut, Austen, 
Vidal, Ellis, Easton, Bellow); 
Functional areas: quarry (Powell), customs (Heinlein); 
Paths: Road, Street, etc. (path & driving, walking etc.) (Pirsig, Hardy, Woolf, 
Naipaul, Morrison). 

Combination of cultural 
and geographical / Global 

Countryside (Bronte), The Wild West (Cannary) 

Action-oriented frames 
outdoors 

Falconry (Demaria), Fishing (Hemingway), Races (Francis), fiesta (Heinlein), 
Camping (Darnton), Execution (Orczy) 

Outdoors (view) attached to 
means of transportation 

Motorcycle (Pirzig) 

Examples of authors who have used outdoors frames105  
 

Frame Texts (for ref. id., see Appendix I) Total (50) 
Home, house / various rooms #9, 25, 31, 34, 36, 41, 48, 50, 53, 62, 64, 70, 78, 84, 

93, 117, 120, 128, 129, 141, 144, 147, 149 
23 

Inn, Pub, Restaurant, hotel, etc. #22, 44, 75, 98, 110, 113, 136 7 
Hospital #33, 35, 39, 99, 123, 145 6 
Monastery, cloister, etc. #7, 8, 112 3 
Station (space, train,…) #61, 137, 138 3 
Court #30, 116 2 
Counting house, office #82, 87 2 
Others: school, customs, theatre, 
lab/workshop 

#38, 71, 72, 87 4 

Examples of settings with indoors frames 
 
Frame Texts (for ref. id.,) Total (21) 
A) room + window:  
view outdoors 

#12, 29, 104, 135, 140, 146 6 

B) Means of transportation (see below) 15 
Car #14, 17, 63, 108, 132, 148, 150 7 
Train #2, 26, 27, 105, 130,  5 
Ship #23, 24 2 
Carriage #100 1 
Examples of dual frames 

                                                            
105 These frames that were present in the corpus represent only a part of the range of potentialities. 
These, however, are all relatively common. 
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1. Global 1.1 Urban City (Gore Vidal, Bret Easton Ellis, Bellow) 

Various types of global surroundings: England, Africa, Brazil, Italy, USA, 
Ireland; More global descriptions of the surroundings, like descriptions of 
villages, towns with surroundings (Hemingway, Twain, Vonnegut, Jane 
Austen) 

 1.2 Rural Countryside (Bronte), The Wild West (Martha Cannary), Moors, fields,... 
(Arthur Conan Doyle, Demaria), Swamp (Poe), Sea and islands (Joseph 
Conrad, Kurt Vonnegut, Stevenson, Melville), Fishing (Hemingway), Falcon 
Hunting (Demaria), Mountains (John Darnton), Forest (Edgar Rice 
Burroughs, William Golding, Ambrose Bierce), Quarry (Powell) 
Specific places (e.g. Ireland by James Joyce and Bernard MacLavery, Italy by 
Forster and Ernest Hemingway, Brazil by John Updike) 

2. Local 2.1 Outdoors Road, Street walking, driving etc. (Robert M. Pirsig, Thomas Hardy, Virginia 
Woolf, Naipaul), Beach (John Updike), Horse races (The Edge and Break In 
by Dick Francis), Execution (Orczy), An Exotic Tourist Party with fire 
walking (Robert A. Heinlein Job), Theatre entrance (Frank Norris) 

 2.2 Institution, 
functionally 
specified 
combination of 
indoors and 
outdoors  

Monastery (Peters), Religious school (Victoria Holt) 

 2.3 Home / personal 
surroundings 

Home, indoors gardens and nearby surroundings (Joyce, Morrison, Natsuki, 
Dorothy L. Sayers Gaudy Night, Agatha Christie, Winston Groom, Dick 
Francis, E.L. Doctorow), Home window (James Joyce, Bernard Malamud), 
Breakfast table (Anthony Hope) 

 2.4 Other local 
frames 

Museum basement (John Darnton), Court room (Dorothy L. Sayers Strong 
Poison), Hospital room (Michael Dorris, Joseph Heller, Josephine Tey), 
Milkbar (Anthony Burgess), Hotel room (Forster), Office (Marsh Death at the 
Dolphin), Customs (Heinlein) 

3. Dual   Train (inside and out) (Durrell) 
Global and local spatial frames 
 

 Frame type Author 
Childhood Irving 1. Subjective 
Turning points in life; divorce, 
deaths, etc. 

Irving, Kerouac, Dickens, James Joyce 

Historical; specific decades Hemingway, Doctorow, Irving, Heller, Demaria, 
Peters,... 

War Heller, Hemingway, Irving, Lawrence, Peters 
Catastrophy Vonnegut, Pynchon 
Cultural celebrations; christmas, 
easter, etc. 

John Updike, Charles Dickens (X’mas) 

Time of the day & associated 
cultural conventions (meals etc.) 

Night (The sisters by Joyce, Natsuki, Bellow, Thomas 
Pynchon), Morning (Arthur Conan Doyle, Anthony 
Hope), Afternoon (Henry James), Evening (Orczy) 

2. Intersubjective 
cognitive, cultural 
and environmental 
(physical) changes 

Calendrical season, date, month, 
day etc. 

Autumn/Fall (Edgar Allan Poe, Ernest Hemingway, 
Ellis Peters, Stephen King), Winter (Alan Sillitoe, 
Ernest Hemingway, Toni Morrison, Ellis Peters, 
Mary Shelley), Summer (Ambrose Bierce), Spring 
(Dorothy L. Sayers Gaudy Night, Stephen King) 

3. Subjective-
intersubjective 
conventions; 
weddings, 
funerals, rites of 
passage,... 

Funeral Dickens 

Temporal frames  
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Appendix VIII. Some properties of calendrical time 
 
Level of 
granularity 

Cognitive  Physical Cultural Scientific 

Time spans 
longer than a 
year, like 
jura, ice age, 
stone age, ... 

babyhood, 
childhood, middle 
age, old age,  

 temporal origo for counting 
the years; stone age, 
dynasties, historical 
knowledge, the Victorians, 
Elizabethans, etc. 

historical and 
scientific distant 
time spans, 
centuries, etc. that 
last longer than the 
life of inividual 
human beings 

Year physical changes 
in surroundings 

seasonal changes in 
temperature, 
vegetation, climate 
etc. 

the origo for counting and 
the time for the beginning 
of another annual cycle  

the amount of weeks, 
days and months, 
leap years 

Season division into two 
or four seasons 
based on changing 
environment 

seasonal changes in 
the surroundings: 

The life cycle of nomadic 
people; initiation rites for a 
new season; midsummer, 
midwinter; times for 
seeding, harvesting, etc. 

 

Month Biological cyclic 
changes 

Lunar cyclicity Naming the set of months 
within an annual cycle; 
paydays, etc. 

the length and the 
number of days 

Week   work and the weekends; the 
length of a week (Cf. Lakoff 
1988: 135 there are weeks 
of different lengths in Bali) 

the amount of days 
per week - division 
of four weeks per 
month, 52 numbered 
weeks per year.  

Day and 
night 

sleeping rhythm changes in the 
surroundings: light, 
plants, 

naming of the weekdays division into 24 
hours 

Time of the 
day: 
morning, 
day, 
afternoon, 
evening, 
night 

Biological 
rhythm: eating, 
sleeping... 
 

 Division into named subsets 
of a day and the cultural 
activities: siesta, office 
hours, lunc hours, etc. 
breakfast, brunch, lunch, 
dinner 

 

An hour and 
shorter 
periods of 
time 

“in a twinkling of 
an eye” 

  Mathematically 
divided 
subcomponents, 
minutes, seconds. 
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Appendix IX. The lexicon of space 
 

General lexicon area, belt, front, hemisphere, horizon, land, level, lot, place, point, pole, range, 
region, space, sphere, spot, world, zone 

Area desert, ocean, jungle, karst, valley 
Horizontal 
land: 

alluvial plain, desert, dissected plateau, land, 
meadow, pampas, plain, plateau, polder, prairie, 
range, river terrace, rock terrace, savannah, 
steppe, terrain, tundra, valley floor 

Vegetation 
differentiated 
horizontal 

bog, desert, forest, grassland, jungle, marsh, 
pampas, rainforest, savannah, steppe, swamp, 
taiga, tundra 

Horiz.  

Horizontal, 
vegetation 
with function 

field, forest, garden, green, meadow, park, wood 

Upwardly 
directed 
mountain 
related 
lexicon: 

barchan, bedrock, boulder, butte, cliff, col, 
cordillera, crater, crest, dune, escarpment, guyot, 
heights, hill, hummock, iceberg, inselberg, kame, 
kopje, massif, mesa, moor, mound, mountain, 
nunatak, pass, peak, pediment, peneplain, range, 
ridge, river terrace, rock, rock terrace, scree, tor, 
volcano, summit, slope, yardang 

Directionality 

Vertic. 

Downwards bedrock, caldera, canyon, cave, cavern, crater, 
creek, crevasse, fjord, fumarole, geosyncline, 
glen, gorge, gully, lowland, pass, pediment, 
ravine, rift valley, river terrace, sediment, sink, 
valley 

Large water 
areas with 
salt: 

e.g. ocean, sea 

Small water 
areas with no 
salt: 

e.g. lake, pond 

Horizontal e.g. basin, bourne, brook, canyon river, creek, 
drainage basin, estuary, ford, meander, river, 
rivulet, stream, wadi 

Water-
related 
Lexicon 

Vertical e.g. cataract, falls, geyser, rapids, spring, 
waterfall 

Water 
surrounded 
by land 

basin, bay, creek, firth, fjord, gulf, haff, inlet, 
lagoon, lake, loch, oasis, oxbow lake, pond, 
reservoir, ria, river, river basin, shore, sound, 
strait, voe, wadi 

Land 
surrounded 
by water 

archipelago, atoll, barrier reef, beach, cape, 
continent, groyne, island arc, isle, isthmus, 
peninsula, reef, watershed. 

Border area 
between land 
and water 

bank, beach, coast, levee, raised beach, 
sandbank, shore, watershed 

Land covered 
with water 
and land 
under water 

bar, continental shelf, continental slope, coral 
reef, drowned valley, fen, flood plain, guyot, 
ocean basin, ocean ridge, oceanic crust, reef, 
riverbed, seamount, shoal 

Water-
Land 
Interact 

Land covered 
with water or 
wet ground 
mixing land 
and water 

bog, delta, estuary marsh, salt marsh, swamp 

Physical, 
Geogr. 
Space 

Land, Water, Ice 

Ice-
related 
lexicon: 

cirque, corrie, crevasse, drumlin, esker, fjord, glacier, ice floe, ice 
shelf, ice-cap, iceberg, kame, moraine, nunatak, outwash plain, 
piedmont glacier 
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Types of 
dwellings: 

blocks of flats, caravan, detached house, farm, house estate, housing 
development, mansion, multi-storey blocks of flats, semi-detached house, 
skyscraper, summer cottage, tent, terraced house, trailer, weekend house, yourt 

Living 
surroundings 

apartment, balcony, bathroom, bedroom, cabin, cabin, camp, camping site, 
castle, children’s room, city, corridor, cottage, cottage, county, dining room, 
farm, farmstead, flat, garden, hall, home, house, hut, kitchen, lounge, mansion, 
nursery, ranch, room, studio, study,  suburb, tent, toilet, tower, town, trailer, 
villa, village., 

Functional, 
Working 
environment and 
Professional 
frames 

abattoir, bakery, bank, barber, blacksmith (smith), bootmaker, brewery, 
building site, butcher’s shop, coal mine, computer centre, construction site, 
court room, customs, dentist, docks, doctor, drawing office, drilling rig, dump 
(garbage d.), factory, freight depot, garage, gas station, goldsmith, goods 
station, grocer’s shop (grocery store), harbour (harbor), industrial area, 
laboratory, ladies’ hairdresser, library, mill, nuclear power plant, office, 
optician, police, port, power plant, power station, quarry, sawmill, service 
station, shoemaker, silversmith, slaughterhouse, stock exchange, surgeon, tailor 
vineyard, water tower 

Political areas 
and governing 

capital, city, colony, commune, confederation, country, county, district, division, 
emirate, empire, kingdom, nation, precinct, region, republic, reservation, 
sheikhdom (sheikdom), state, territory, town, village 

Governing and 
justice 

castle, court, fort, parliament, police station 

Urban survival 
related culture-
specific food and 
shopping as 
functional areas 

bar, brewery, café, cafeteria, department store, diner, fair, fairground, farm, 
farmstead, fleamarket, kitchen, mall, marketplace, pizzeria, restaurant, saloon, 
shop, supermarket, trattoria, vineyard. 

Healthcare and 
social services 

Daycare center, dentist, emergency room, fire station, healthcare center, 
hospital, kindergarden, police station. 

Hygiene Cemetery, dump, rubbish heap, sewage, toilet, trash heap, trash pile 
Communication 
related 
functional space 

mailbox, mast, phone booth, post office, radio station, studio, television station 

Religious 
surroundings 

cathedral, cemetery, chapel, church, monastery, mosque, synagogue, nunnery, 
temple 

Arts ballet, circus, concert, gallery, museum, opera (house), stage, theatre (theatre) 
Education bothanical gardens, computer centre, college, highschool, kindergarden (day 

nursery), library, museum, primary school, school, secondary school, study, 
university, zoo (zoological garden); 

 Sports and 
leisure 

amusement park, athletic field, beach, botanical gardens, bullfighting arena, 
camping ground, carnival, casino, children’s playground, circus, disco(theque), 
fair, fairground, field, fleamarket, garden, gym, hunting ground, library, 
nightclub, picnic ground, playing field, pool, rodeo, spa, stadium, summer 
cottage, tatami, track 

Socio-
Cultural 
Space 

Nature related 
cultural lexicon 

aquarium, beach, botanical gardens, camp, camping site, dam, forest, garden, 
meadow, national park, park, reservoir, watering hole, well, wood, zoo 

Paths 
and 
Pathway 

Travel, routes, 
paths and related 
lexicon 

airport, alley, avenue, border, boulevard, bridge, bus stop, cabstand, channel, 
crossing, crosswalk, cul de sac, customs,  docks,  freeway, harbour (harbour), 
highway, holiday hostel, hotel, junction, motel, museum, path, pavement, port, 
resort, restaurant, river, road, route, sidewalk, square, stand, station hall, 
station platform, station, stop, street,  taxi stand, trail 

Natural borders Geographical, e.g. canyon, gorge, mountain, river 
Cultural, e.g. wall, channel 

Definitional 
borders 

e.g. Arctic Circle, Equator, Tropic of Cancer, Tropic of Capricorn, line (battle 
l., state l. tree l., borderline), border 

Functional 
borders 

e.g. customs, harbor, airport,border 

Borders 

Border Passages e.g.  bridge, channel, dam, gate, door 
Means of 
Transp. 

e.g. aeroplane, boat, bus, car, coach, ferry, helicopter, metro, oil-tanker, ship, streetcar, taxi, train, 
tram, truck 
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Appendix X. The lexicon of time 

 
Character-
oriented 
Time 

Adolescence, adulthood, age, bachelorhood, birth, birthday, death, drinking age, 
infancy, legal age, life, maturity, menopause, puberty, schooldays, sick leave, silver 
wedding anniversary, tenure, thirty-something, wedding night, widowhood, youth, etc 

Physical 
Temporal. 

Age of reptiles, Autumn Equinox, break of the day, Cretaceous period, Dawn, 
daybreak, dry season, dusk, early-morning hour, Equinoctial year, Glacial epoch, hour, 
midsummer, midnight, morning, night, rainy season, summer, sunrise, sunset, tide, 
twilight, etc. 

Socio-
Cultural 
Time 

Academic term, Advent Sunday, All Fool’s Day, Antiquity, bank holiday, baseball 
season, bedtime, breakfast time, Bronze Age, Candlemas Day, Chanukah, Christian 
Holy Day, Chrismas Eve, Columbus Day, Dark Ages, day shift, December, degree day, 
dinnertime, Devonian, Doomsday, Easter, election day, eighties, Father’s Day, Feast of 
the Unleavened Bread, fifties, financial year, First of May, first quarter, fiscal year, 
football season, B.C., Guy Fawkes day, Halloween, Happy Hour, hereafter, holiday, 
kickoff, Labor day, leisure time, Lent, lunchtime, Monday, May, presidential time, 
prohibition era, quarter, Ramadan, reign, Reneissance, Restoration, Sabbath, Saint 
Patrick’s Day, Saint Valentine’s Day, rush hour, school term, suppertime, term, 
thanksgiving day, the good old days, theatrical season, vacation, Veteran’s Day, 
wartime, week, weekend, workday, Yom Kippur, etc.. 

Other 
Temp. 

allegro, a.m., anomalistic year, bloom, breath, breathing time, bygone, close, count per 
minute, cycle, date, delay, duration, end, ending, epiphany, epoch, era, eternity, eve, 
expiry, extension, extra time, finish, first, flash, forever, frequency, future, half, last, 
now, 30 minutes, hard times, incubation period, instant, interlude, interruption, jiffy, 
km/h, life expectancy, limit, long run, lunar month, meantime, meanwhile, 
microsecond, mid-, middle, moment, nanosecond, now, nowadays, today, often, pace, 
past, pause, period, phase, present, pulse, rhythm, season, slot, tempo, then, time, today, 
tomorrow, tonight, while, etc.   
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Appendix XI. Examples of neutral settings and the realization type 
 

Source: Cause of Neutrality  
Lady Chatterley’s Lover 
(Lawrence 1928)  

Several biographically relevant past locations outside the current frame, which is 
established later. 
1. Global: Europe, Flanders, England, Midlands (during the war) 
2. The actual local frame: Home, Wragby Hall, England (after the war) 

The 158-Pound Marriage 
(Irving 1973) 

Several biographically relevant past locations outside the current frame, which is 
established later. 
1. Biographical past: Eichbückl, Austria, Europe (during the war) 
2. Current frame: Bath, Maine, U.S.A. (Current frame) 

Busman’s Honeymoon 
(Sayers 1937) 

The story begins with several embedded letters and newspaper clippings, providing 
background information. 

A Prayer for Owen 
Meany (Irving 1989) 

No single frame attached at the beginning. References to locations with past 
relevance, providing background for the forthcoming story. 

The Great American 
Novel (Roth 1973) 

A long list of space sensitive titles as options for calling the protagonist-narrator. 

Ragtime (Doctorow 
1974) 

The beginning provides a specific location (a house at the crest of the Broadview 
Avenue hill in New Rochelle, New York), but the focus of the text is on the historical 
period and this location is not clearly established as the current frame. The house at 
this point is an architectural representative of its time. 

The War of the Worlds 
(Wells 1898) 

Global, generic frames only at the beginning: Mars, Earth 

Sense and Sensibility 
(Austen 1811) 

The spatial information attached to the family history which provides background for 
the story. At this point, not established as the active frame. 

Around the World in 
Eighty Days (Verne 
1873) 

Spatial information (with several named locations) functions as a part of the character 
description; it is not the active frame at the beginning of the text. 
Several locations given: home in No. 7 Saville Row, Burlington Gardens; Reform 
Club; Change, the Bank, counting-rooms in the City; London docks; Inns of Court, 
the Temple, Lincoln’s Inn, Gray’s Inn; Royal Institution, etc. 

Life and Adventures of 
Calamity Jane by Herself 
(Cannary 1900) 

Autobiography; several explicit autobiographical locations; no single frame 
established at the beginning. Just a list of locations and times for major turning points 
in life. These include: Princeton, Missouri; Virginia City, Montana; Black Foot, 
Montana; Salt Lake City, Utah; Fort Bridger, Wyoming Territory, etc. 

Tom Jones (Fielding 
1749) 

Global frame only: Somersetshire 

”The $30.000 Bequest” 
(Twain 1906) 

Named town (Lakeside), but no focused local frame; several named landmarks used 
as a part of the location description. 

The Adventures of 
Huckleberry Finn (Twain 
1884) 

The Mississippi Valley; locations with past relevance function as a part of the 
background knowledge for the character’s past, and provide information of episodes 
narrated in the previous part (Tom Sawyer’s story) 

Moby Dick (Melville 
1851) 

Generic, global references to location: town, sea, etc. No single frame established for 
the current position at the beginning of the text. 

A Journal of the Plague 
Year (Defoe 1722) 

Journal; several potential route-specific landmarks for the arrival of the plague to 
London. No single, local frame established. 

The Loss of El Dorado 
(Naipaul 1969) 

Locations provide background information of the protagonist. 

“Shots in the Orchard” 
(B. James 1976)  

Several locations describing the city (Templeton) but only the global frame is 
provided with no local attachment. 

“The Mark of the Beast” 
(Kipling 1985) 

No single local frame; several locations used for providing background information of 
the characters. Several named locations, both global and local, mostly attached to the 
past of the characters described: East of Suez, in India, some land in the Himalayas, 
near a place called Dharmsala, in the hills, in the station, a big dinner at the club, in 
the garden, round the room. Several of these locations are interlinked by the story, 
gradually focusing to a room at the club; then continues with global landmarks: 
Burma, Soudan, etc.. 

“The Boarding House” 
(Joyce 1914) 

Several locations describing the past of the protagonist: butcher’s shop near Spring 
Garden. The actual spatial setting (boarding house in Hardwicke Street) is provided 
after this biographical background information, but activated after the description of 
the characters. Additional locations descibing origin (artistes from the music halls, 
tourists from Liverpool and the Isle of Man). 
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Appendix XII. Compositional frames in John Irving’s (1991) The 158-Pound Marriage  
 
 Spatial 

frames 
Temporal 
frames 

Text (all spatial information marked with bold font an 
temporally relevant information, other than tense and 
aspect, underlined) 

¶1 Village 
Eichbüchl, 
Austria, Europe; 
Wiener 
Neustadt; 
Vienna; 
Messerschmitt 
factory; runway 
 

1938 
Anschluss, 
1941, The 
end of the 
war  
 

<p7> My wife, Utchka (whose name I sometime ago shortened to 
Utch), could teach patience to a time bomb. With some luck, she has 
taught me a little. Utch learned patience under what we might call 
duress. She was born in Eichbüchl, Austria – a little village outside 
the proletarian town of Wiener Neustadt, which is an hour’s drive 
from Vienna – in 1938, the year of the Anschluss. When she was 
three, her father was killed as a Bolshevik saboteur. It was unproven 
that he was a Bolshevik, but he was a saboteur. By the end of the war, 
Wiener Neustadt would become the largest landing field in Europe, 
and the unwilling site of the German Messerschmitt factory. Utch’s 
father was killed in 1941 when he was caught in the act of blowing up 
Messerschmitts on the runway in Wiener Neustadt. 

¶2 Wiener 
Neustadt; 
Eichbüchl, 
Utch’s house; 
Hungary; 
Hungarian 
border 
 

(1941)      The local SS Standarte of Wiener Neustadt paid a visit to Utch’s 
mother in Eichbüchl after Utch’s father had been caught and killed. 
The SS men said they’d come to alert the village to the ‘seed of 
betrayal’ which onviously ran thick in Utch’s family. They told the 
villagers to watch Utch’s mother very closely, to make sure she wasn’t 
a Bolshevik like her late husband. Then they raped Utch’s mother and 
stole from the house a wooden cuckoo clock which Utch’s father had 
bought in Hungary. Eichbüchl is very close to the Hungarian 
border, and the Hungarian influence can be seen everywhere. 

¶3 (Eichbüchl)       Utch’s mother was raped again, several months after the SS left, by 
some of the village menfolk who, when <p7, p8> questioned about their 
assault, claimed they were following the instructions of the SS: 
watching Utch’s mother very closely, to make sure she wasn’t a 
Bolshevik. They were not charged with a crime.   

¶4 Library, 
Monastery, 
Katzeldorf; 
Small stone 
house; 
Stream that runs 
through 
Eichbüchl; 
Chicken house; 
cow barn 
(=library 2) 

1943; day      In 1943, when Utch was five, Utch’s mother lost her job in the 
libary of the monastery in nearby Katzeldorf. It was suggested that 
she might be foisting degenerate books on the young. Actually, she was 
guilty of stealing books, but they never accused her of that, nor did they 
ever find out. The small stone house Utch was born in – on the bank 
of a stream that runs through Eichbüchl – connected to a chicken 
house, which Utch’s mother maintained, and a cow barn, which Utch 
cleaned every day from the time she was five. The house was full of 
stolen books; it was actually a religious library, though Utch 
remembers it more as an art library. The books were huge poster-sized 
records of church and cathedral art – sculpture, architecture and 
stained glass – from some time before Charlemagne through Rococo.   

¶5 (chicken house; 
cow barn) 

Early 
evening 

     In the early evenings as it was getting dark, Utch would help her 
mother milk the cows and collect the eggs. The villagers would pay for 
the milk and the eggs with sausage, blankets, cabbages, wood (rarely 
coal), wine and potatoes. 

¶6 Austria; 
Eichbüchl; 
Messerschmitt 
plant and 
landing field, 
Wiener 
Neustadt; 
(aero)plane 
The stone 
house; 
Village; 
Haslinger’s 
apple orchard; 
ground under 
trees; cider 
house 

The end of 
the war; 
night; 
blossom 
time; fall / 
autumn; 

     Fortunately, Eichbüchl was far enough away from the 
Messerschmitt plant and the landing field in Wiener Neustadt to 
escape most of the bombing. At the end of the war the Allied planes 
dumped more bombs on that factory and landing field than on any 
other target in Austria. Utch would lie in the stone house with her 
mother in the blacked-out night and hear the crump! crump! crump! of 
the bombs falling in Wiener Neustadt. Sometimes a crippled plane 
would fly low over the village, and once Haslinger’s apple orchard 
was bombed in blossom time; the ground under the trees was littered 
with apple petals thicker than wedding confetti. This happened before 
the bees had fertilized the flowers, so the fall apple crop was ruined. 
Frau Haslinger was <p8, p9> found hacking at herself with a pruning 
hook in the cider house, where she had to be restrained for several 
days – tied up in one of the large, cool apple bins until she came to her 
senses. During her confinement, she claimed, she was raped by some of 
the village menfolk, but this was considered a fantasy due to her 
derangement at the loss of the apple crop. 
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¶7 Austria; 
Hungary; north 
of Austria; 
Wiener 
Neustadt and its 
environs; 
Messersmitt 
plant 

1945      It was no fantasy when the Russians got to Austria in 1945, when 
Utch was seven. She was a pretty little girl. Her mother knew that the 
Russians were awful with women and kind to children, but she didn’t 
know if they would consider Utch a woman or a child. The Russians 
came through Hungary and from the north, and they were especially 
fierce in Wiener Neustadt and its environs because of the 
Messersmitt plant and all the high officers of the Luftwaffe they found 
around there. 

¶8 Cow barn; belly 
of the cow; 
outside the cow 
barn 

(1945)      Utch’s mother took Utch to the cow barn. There were only eight 
cows left. Going over to the largest cow, whose head was locked in its 
milking hitch, she slit the cow’s throat. When it was dead, she 
unfastened the head from the milking hitch and rolled the cow on her 
side. She cut open the belly of the cow, pulled out the intestines and 
carved out the anus, and then made Utch lie down in the cavity 
between the great cow’s scooped-out ribs. She put as much of the 
innards back into the cow as would fit, and took the rest outside in the 
sun where it would draw flies. She closed the slit belly-flaps of the cow 
around Utch like a curtain; she told Utch she could breathe through the 
cow’s carved-out anus. When the guts that had been left in the sun 
drew flies, Utch’s mother brought them back inside the cow barn and 
arranged then over the head of the dead cow. With the flies swarmimg 
around her head, the cow looked as if she’d been dead a long time. 

¶9 (Cow barn; 
belly of) the 
cow 

(1945)      Then Utch’s mother spoke to Utch through the asshole of the cow. 
‘Don’t you move or make a sound until someone finds you.’ Utch had a 
long, slim wine bottle filled with camomile tea and honey, and a straw. 
She was to sip it when she was thirsty. <p9, p10> 

¶10 (Cow barn; 
belly of the 
cow) 

(1945)      ‘Don’t you move or make a sound until someone finds you,’ said 
Utch’s mother. 

¶11 Eichbüchl; 
(cow) barn; 
belly of the cow 

Day, night 
(1945) 

     Utch lay in the belly of the cow for two days and two nights while 
the Russians wasted the village of  Eichbüchl. They butchered all the 
other cows in the barn, and they brought some women to the barn too, 
and they butchered some men in there as well, but they wouldn’t go 
near the dead cow with Utch inside her because they through the cow 
had been dead a long time and her meat was spoiled. The Russians used 
the barn for a lot of atrocities, but Utch never made a sound or moved 
in the belly of the cow where her mother had placed her. Even when 
she ran out of camomile tea and the cow’s intestines dried and hardened 
around her – and all the slick viscera clung to her – Utch did not move 
or make a sound. She heard voices; they were not her language and she 
did not respond. The voices sounded disgusted. The cow was prodded; 
the voices groaned. The cow was tugged and dragged; the voices 
grunted – some voices gagged. And when the cow was lifted – the 
voices heaved! – Utch slipped out in a sticky mass which landed in the 
arms of a man with a black.-haired mustache and a red star on his gray-
green cap. He was Russian. He dropped to his knees with Utch in his 
arms and appeared to pass out. Other Russians around him took off 
their caps; they appeared to pray. Someone brought water and washed 
Utch. Ironically, they were the sort of Russians who were kind to 
children and in no way thought Utch was a woman; at first, in fact, they 
thought she was a calf. 

¶12 (Cow) barn Morning 
(1945) 

     Piece by piece, what happened grew clear. Utch’s mother had been 
raped. (Almost everyone’s mother and daughter had been raped. Almost 
everyone’s father and son had been killed.) Then one morning a Russian 
had decided to burn the barn down. Utch’s mother had begged him not 
to, but she had little bargaining power; she had already been raped. So 
she had been forced to kill the Russian with a trenching spade, and 
another Russian had been forced to shoot her. <p10, p11> 

¶13 (Cow) barn; on 
a truck; Black 
Sea, Georgia) 

(1945)      Piece by piece, the Russians put it together. This must be the child of 
that woman who didn’t want the barn burned down, and it was because 
… The Russian who’d caught the slimy Utch in his arms as the putrid 
cow was thrown up on a truck figured it out. He was an officer, too, a 
Georgian Russian from the banks of the eely Black Sea; they have 
queer phrases and lots of slang there. One of them is utch – a cow. I 
have asked around, and the only explanation is that utch, to various 
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offhanded Georgians, imitates the sound a cow makes when she is 
calving. And utchka? Why, that is a calf, of course, which is what the 
Georgian officer called the little girl who was delivered to him from 
the womb of the cow. And it is natural, now, that a woman in her 
thirties would no longer be an Utchka, so I called her Utch. 

¶14 Eichbüchl; 
Vienna 

      Her real name was Anna Agati Thalhammer, and the Georgian 
officer, upon hearing the history of Utch’s family in the good village of 
Eichbüchl, took his Utchka with him to Vienna – a fine city for 
occupying, with music and painting and theater, and homes for 
orphans of the war. 

¶15 [Elsewhere =>] [Past of 
narration; 
1960s?] 

     When I think of how often I told Severin Winter this story, I could 
break my teeth! Over and over again, I told him he must understand 
that, above all, Utch is loyal. Patience is a form of loyalty, but he never 
understood that about her. 

¶16 [Elsewhere =>] [Past of 
narration] 

     ‘Severin,’ I used to say, ‘she is vulnerable for the same reason that 
she is strong. Whatever she puts her love in, she will trust. She will wait 
you out, she will put up with you – forever – if she loves you.’ 

¶17 Maine, America Summer      It was Utch who found the postcards. It was the summer we spent, ill 
advised, in Maine, ravaged by rain and biting insects, when Utch was 
bitten by the bug of antiques. I remember it as a summer littered with 
foul furniture, relics of Colonial America – a kick which Utch was 
soon off. 

¶18 Grimy 
warehouse 
(=antique shop), 
the shipyard; 
Bath, Maine; 
France; glass 
case 

Maine: Past 
of narration 
France: after 
WWI 

     It was Bath, Maine, that she found the postcards in some grimy 
warehouse advertising ‘Rare Antiques’. It <p11, p12> was near the 
shipyard; she could hear riveting. The owner of the antique shop tried 
to sell her a buggy whip. Utch implied there was a look in his old eyes 
that begged her to use it on him, but she’s European, and I don’t know 
if many Americans go that way. Perhaps they do in Maine. She 
declined the whip and kept herself near the door of the warehouse, 
browsing warily with the old man following behind her. When she saw 
the postcards in a dusty glass case, she immediately recognized 
Europe. She asked to see them. They were all of France after World 
War I. She asked the old man how he got them. 

¶19 France, Europe (end of) 
WWI 

     He had been an American soldier in World War I, a part of the 
army which celebrated the victory in France… 

  
 

(Text reprinted by permission of John Irving and the Peters Fraser & Dunlop Group Ltd.) 
 

(Cf. Appendix XIII) 
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Appendix XIII. Compositionality of active standard spatial locations and frames in The 
158-Pound Marriage: 
 
1 Europe (¶1-14) 

1.1 Austria 
1.1.1 Vienna (city) 

1.1.1.1 Theater 
1.1.1.2 Homes for orphans of the war 

1.1.2 Wiener Neustadt (town) 
1.1.2.1 The (headdquarters) of the local SS Standarte 
1.1.2.2 The German Messersmitt plant / factory 

1.1.2.2.1 Landing field 
1.1.2.2.1.1 Runway 

1.1.3 Eichbüchl (village) 
1.1.3.1 The bank of a stream that runs through Eichbüchl 

1.1.3.1.1 Utchka’s home 
1.1.3.1.1.1 The small stone house 
1.1.3.1.1.2 Chicken house 
1.1.3.1.1.3 Cow barn (“religious/art library”) 

1.1.3.1.1.3.1 Milking hitch 
1.1.3.1.1.3.2 The arms of the Russian soldier 
1.1.3.1.1.3.3 Cow 

1.1.3.1.1.3.3.1 Cow’s belly 
1.1.3.1.1.3.4 Outside the cow barn  

1.1.3.1.1.3.4.1 In the sun 
1.1.3.1.1.3.4.2 On a truck 

1.1.3.2 Aeroplanes (flying over the village) 
1.1.3.3 Haslinger’s apple orchard 

1.1.3.3.1 The ground under the trees 
1.1.3.3.2 The cider house 

1.1.3.3.2.1 The large, cool apple bins 
1.1.4 Katzeldorf (village?) 

1.1.4.1 Monastery 
1.1.4.1.1 The library in the monastery 

2 North America (¶15-18) 
2.1 Maine 

2.1.1 Bath 
2.1.1.1 Grimy ware house (antique shop) 
2.1.1.2 Shipyard 

3 Europe (¶18-19) 
3.1 France 

 
Non-standard frames: inside the cow’s belly 
 
Non-active (external) frames: Germany, Georgia, Black Sea, Russia, Hungary, Austria-Hungary 
border, church, cathedral, theater, homes of the war orphans, buggy 
 
Examples of indirect and implicit frame triggers: around (=> cataphoric: Maine, USA), before 
the bees had fertilized the flowers (=> summer), everywhere (=> in Austria), it (=> anaphoric: the 
Antique shop), milk the cows (=> anaphoric: cow barn) collect the eggs (=> anaphoric: chicken 
house), outside in the sun (outside cow barn, Eichbüchl), religious library, art library (=> cow 
barn), that factory (=> anaphoric: Messersmitt plant), there (=> anaphoric: environs of  Wiener 
Neustadt) (=> anaphoric: cow barn) (=> anaphoric: Georgia), to Utch’s mother (=>the stone 
house), village, villagers (=> anaphoric: Eichbüchl) 
 

 


