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The first category of narrative devices for involving the listener are those which involve them at a cognitive level in the construction of meaning. These devices require the listener to participate imaginatively in the story by creating their own mental picture of the story events, bringing it to life and reconstructing the drama of what happened for themselves.

1.1
Imagery and detail

The ability to present a story as a scene in which the listener can participate is an important storytelling skill and a process to which the use of imagery and detail is crucial.

In Horses, Max uses a good deal of detailed sense imagery to bring the listener closer to the narrative – I’ve stroked their manes; the smell of a good horse, I could smell him. Since the tellability of this particular story is based on Max’s knowing more about horses than Lenny, the details about horses are crucial to the success of the narrative. The phrase I’ve stroked their manes is a powerful image which resonates with the listener not just because it is detailed but because it justifies the reason for the narrative. The sense imagery also becomes increasingly particularised - the smell of a good horse becomes more personalised in I could smell him. I’d look her in the eye is followed later by I’d look her straight in the eye and deep down in her eye. In both these cases the increased detail acts like the zoom of a camera, taking the listener closer to the image and further into the story.

1.2
Direct speech

The use of direct speech in narrative refers to the way in which narrators introduce their own speech or the speech of a third party into a story. Although we cannot remember long stretches of talk word for word and the verbatim reporting of what has been said in the past is largely impossible, narrators often prefer to use direct speech (Max, they’d say, “There’s a horse there”) rather than indirect speech (They said there was  a horse there) when reporting what someone has said. This inherent implausibility of direct speech does not gnerally affect listeners’ acceptance of a story. In the interests of hearing a good story listeners are willing to suspend their disbelief regarding the actual faithfulness of the reported words to the original. 

The reason for the effectiveness of direct speech is that it produces a vivid description by presenting the speech as if the exact words are being spoken and bringing the listener closer to what was said. The use of direct speech is thus an important device for involving the listener in a narrative
. In Horses Max uses direct speech: Max, they’d say, There’s a horse here, he’s highly strung, you’re the only man on the course who can calm him. The nominalisation of Max, the use of the pronoun you and the use of the deictic here in the direct speech combine to create a context which enables listeners to hear the actual words that were spoken and contributing to the overall visualisation of the scene that Max is trying to create. 

1.3
Ellipsis

Another way of involving the listener is to use an elliptical storytelling style which requires the listener to take part in making sense of the narrative and thus “contributes to a sense of involvement through mutual participation in sensemaking” (Tannen, 2007). Elliptical devices tend to involve leaving something out of a narrative. This might occur through straightforward grammatical abbreviation, such as Max’s omission of subject and verb in the utterance One of the loves of my life, to a more interactional form of ellipsis in which speakers refer only indirectly to what they wish to say through the use of politeness forms (Brown and Levinson, 1980). If successful, this form of interaction creates a form of complicity between speakers who can communicate in an elliptical way. 

Tannen (2007) also refers to the role of silence as an extreme form of ellipsis in terms of a way representing what is not said (see also the section on pause and silence in chapter 3).  In this respect the pauses in Max’s story can be interpreted as a form of ellipsis as he waits for Lenny’s participation in the story which does not come
.

1.4

Figures of speech

Figures of speech, also known as “tropes”, is a general category covering words and phrases which require listeners to make non-literal interpretations of them. It is through the extra effort required to make this non-literal interpretation that listeners are involved more closely in the discourse.

Metaphor, metonymy and irony

In the expression she is a firebrand we are describing someone who is hot-tempered but without saying so directly and using a metaphor like firebrand to stand for something else is a way of achieving this. Metaphor therefore involves a concept (firebrand) being used to describe something (hot-tempered) and in interpreting this connection a listener has to make a conceptual leap. This leap may be easy or difficult depending on the metaphor being used. Stories which contain a lot of metaphors will therefore require the listener to do a lot of conceptual work in constructing the connections between unconnected conceptual domains.

Metonymy, on the other hand, refers to the way we speak of something in terms of something associated with it such as “I drank the whole bottle” in which bottle is used to refer to a quantity of liquid and which is easily interpretable because we associate bottles with liquids. When Max describes the horses as thundering past the post we interpret “thundering” by analogy with the sound that thunder makes. There are various sub-classes of metonymy which are based on the type of the relation which generates the association. For example, when we use the expression “have you got wheels?” to mean “have you got a car?” the mental association between “wheels” and “car” is based on a part-whole relation between the two concepts. This part-whole relation is known as synecdoche and is a sub-class of metonymy. Metonymic relations are based on a close connection with our everyday experience and it is for this reason that metonym is generally easier to interpret than metaphor. Although both involve “thinking by association”, metonym uses associations which are grounded in everyday experience and therefore part of the same conceptual domain, whereas metaphor involves associating two different domains. Metaphor therefore tends to require more work from the listener in order to make the connection between the word used and what is being described.

Irony is generally defined as saying one thing and meaning another and its success in storytelling depends on its being successfully interpreted as such by the listener. Irony is often signaled by an intonation pattern which communicates to the listener that an utterance is not to be taken literally. In Horses it is possible to interpret the expression he talks to me about horses as ironic even though there is no marked intonation. The irony is signaled by the fact that Max is addressing Lenny but uses the third person form he as if referring to an imaginary audience, thus creating a distortion of the interactional framework (Simpson, 1997, p.47). We therefore interpret he talks to me about horses ironically as meaning “he talks to me about horses but he isn’t qualified to talk to me about horses because I know more about them than he does” and the subsequent Horses story can be interpreted as an attempted justification for this ironic claim. What this example shows is that irony is more closely dependent than metaphor and metonymy on the interactional dynamics that are ongoing between story participants and designed to provoke an interested response from them. This is confirmed at the end of the story. When Max pauses after the summative phrase I had a gift, a response does not come and he then repeats the expression and he talks to me about horses. This final dig at Lenny does prompt a response from Lenny but it is a polite request to change the subject. 

Hyperbole

When Max says I used to live on the course we understand that he is exaggerating. We know he did not actually live there and that all he really wants to say, in a colourful way, is that he used to spend a lot of his time there. Hyperbole then is one of the words used to refer to the linguistic devices a speaker might use to exaggerate what they say. The terms “bold exaggeration (Preminger, 1974, p.359), “overstatement” and “extreme case formulation” (ECF) (Pomerantz, 1986) are also part of the varied terminology that has been used to describe the way that hyperbole operates in discourse. It is important then to distinguish this terminology in order to understand how hyperbole is interactively used in narrative. 

Edwards (2000) has shown how ECF’s are used in conversation without softening or hedging as markers of speaker attitude and, more specifically, as devices which speakers use to signal investment in what they are saying. This investment is a kind of “heightening” of the speakers attitude showing that they are particularly committed, determined or certain about the particular stretch of talk to which the ECF is applied. At the same time  Edwards argues that a speaker’s use of ECF serves to signal to a listener that a stretch of talk can be taken non-literally. It is likely than that the more ECF is involved in a stretch of narrative, the more committed the speaker is to it and the less literally he/she intends it to be taken.

Norrick (2004) distinguishes ECF’s from what he calls “non-extreme hyperbole”, arguing that the ECF is actually a sub-category of hyperbole rather than being a general umbrella term. ECF’s are blatant exaggerations violating Grice’s maxim of truthfulness, and “generally embed extreme expressions in otherwise literal-seeming talk”. Max’s you’re the only man on the course who can calm him. I used to live on the course would thus both be examples of ECF’s. The context is literal sounding but the expressions only man and live are blatant exaggerations.

Hyperbole on the other hand is less obviously untrue, more image-based and corresponds more closely to the beliefs of the speaker. Unlike ECF’s, hyperbole “ … is surrounded by obvious non-literal talk”. Max’s one of the loves of my life is thus a good example of non-extreme hyperbole.

Speakers often use hyperbole in harness with the other markers of narrative described in this chapter. For example, the ECF you’re the only man on the course is also used in direct speech and includes the marker of intensity only. Norrick (2004, p.173) notes how ECF’s are often tied to formulaic expressions and Max is particularly fond of this hyperbolic/formulaic combination. His phrases one of the loves of my life and knew it like the back of my hand are both clichéd and exaggerated at the same time. 

Hyperbole then is a powerful device which speakers use to “do non-literal” (Edwards, 2000) in narrative. It enables the speaker to embellish stories while at the same time reassuring listeners that the embellishment does not have to be taken literally.




















































� Although direct speech is common in everyday spoken narratives, it may be less so in literary ones. Tannen (1986), for example, claims that the use of direct speech in narratives is more frequent in ordinary conversation then in literary storytelling. If this is correct, the use of direct speech in a narrative like Max’s could be an exceptional case. 





� Pinter’s elliptical style and the role of pauses in his plays has been the subject of much debate. Pinter’s own statement about his writing – “I think we communicate only too well – in our silence, in what is unsaid” - fits quite well with Tannen’s description of silence.








