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on schemas in the 1930s; see Bartlett, 1932), or else introduced into cognitive
psychology and linguistics from computing or other areas of cognitive science
(see Schank and Abelson, 1977; Jeffries and Mclntyre, 2010: Chapter 5).

The rescarch into mental models demonstrated that comprehension can-
not be described simply as a matter of decoding words and grammar from
the page in some sort of direct and automatic way, as was once assumed in
early more linear models of communication (for example, Cherry, 1957). It
was now clear that some sort of ‘mental structures’ must exist in order for us
to understand texts as we do, but research continues into the exact nature of
these cognitive structures.

The first part of this chapter will sketch out a broadly accepted position
concerning the importance of such mental constructs in our process of text
comprehension, as well as outlining the meaning of concept, script, schema,
frame and mental model, and their general role in the comprehension process.
The aim here is not theoretical completeness but rather to set the scene for
the more substantial focus on our understanding of genres in the rest of the
chapter, since it will be argued that genres can be seen as mental constructs

somewhat akin to schemas.

Concepts and mental models

Let us start with the most basic of these mental entities, namely the concept.
[f I asked twenty H.umow_m to draw a cat, or a chair, I would get twenty subtly
different representations, and part of the reason for this is that we all have
slightly different mental concepts of each object. But where do we derive our
concepts from? Concepts have been debated in philosophy for thousands of
years (and the debate still continues in philosophy, in cognitive psychology
and in artificial intelligence) but of course concepts are important in linguis-
tics too, since when someone tells us Tt is cold with that window open’, as
Ann did in Chapter 1, we must have in our mind some ‘concept’ of a window
which tells us what it is physically, and also tells us what it does or what it
can do, that is, it can open and close. Without such mental concepts we could
not understand language and texts, which is why concepts were included in
the diagram in Figure 1.1 in Chapter 1.

An carly, relatively clear and helpful discussion of the nature of concepts
and how they relate to other conceptual structures was offered by Skemp
(1979:24-6,113), who suggested that concepts group together in our minds (o

form ‘mental models’, which are similar In some ways to maps, diagrams and
1 lo such

anntamical drawings. In Skemp’s account ‘mental models®are s
peal plivsical maps, except that mental models are not physical, but internal
Ton Sk , an Lportant polnt about both concepts
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LI These can be models of physical entities, such as rallway stations (since
we all have o mental model of railway stations, for example, which includes
concepts such as ticket offices, platforms, trains, public toilets, and so on).
Mental models can also be representations in our minds of more abstract
things, for example about how a management structure works in a noEﬁm:w‘.
Ihese concepts and mental models then operate in intricate ways as we use

them in our everyday behaviour and Q:no_.:mm but nonetheless we seem to

be surprisingly efficient at using our mental models and concepts first to

understand and negotiate our way around the real world, and then to under-
Jr::_ and to produce texts about them.

2 Schemas

It seems from research evidence that as we grow up and experience the
world around us, including texts, we develop certain patterned ideas about
the world around us, through the important process of abstraction which
Skemp mentioned, and we then use these ideas to interpret other things
we experience. In order to explain this numerous researchers have posited
the notion of ‘schemas’ (sometimes called ‘schemata’ from the original
Greek plural), to refer to clusters of mental concepts which we draw on in
order to interpret the world around us and also to interpret _mnm:mmm A
mn:mam can be defined as ‘a set of interrelated features which we associate
with an entity or a concept’ (Field, 2003:39) and which helps us quickly
and efficiently to understand language and to produce it so others can
understand it.

It has been pointed out that the term needs to be used cautiously, and
that since ‘there is relatively little empirical theory attached to schema
theory’ (Grabe, 1999:24) the notion of schema might best be seen as no

more than ‘a useful metaphor for the role of background knowledge in_
.Emm:nm (ibid). Others have also argued that the term is too general and

poorly defined to be of use in understanding, for example, the reading
process (Urquhart and Weir, 1998:68-72). These caveats need to be borne
in mind, but it is nonetheless generally accepted that schemata seem to
be broadly helpful ways, if only metaphorical, for explaining some of the
types of knowledge we appear to draw on when we come to interpret read-
ing and listening texts.

According to schema theory, schemata are, like mental models, groups
of concepts related in various ways. If we see a series of concepts like
this:

classroom, book, desk, board, teacher, bell, learning

GENRI

we would probably all agree that they relate to a socially shared schema of
‘school’. To pul it more formally, schemas or schemata are ‘well integrated
chunks ol knowledge about the S,E.,_»_, events, people and actions’ (Eysenck
and Keane, 2000:352) which we all possess and use to interpret events and
texts, Like mental models they are conceptual or mental structures which we
develop through cxcﬁ.._m:nn,: and which allow us to interpret the world and
also to share that interpretation with others. However, where schemas dif-
fer from mental models is in the ways in which the concepts in each relate
Lo each other. Tor example, I have a concept of teachers and desks, a general
schema about schools, and a more complex mental model about how exactly
a school is structured, organised and operated, and how I can behave within
it. Mental models therefore include a more complex relationship between the
various concepts, the parts of the model, whereas a schema is a more general
association of ideas.

All of these mental structures — concepts, schemas and mental models - are
important as we interpret texts. If I read a story and come across the word
‘teacher’ my concept of teachers is activated, which leads me towards certain
ideas (sometimes stereotypes) of what the teacher in the story will do. When
| read the word ‘school’ my general schema about schools is activated, which
includes several concepts and leads me to have further expectations about
the story. As [ then read further so I may also draw on my particular menial
maodel of my own former schools to help me further interpret what is going
on in the story.

Frames and scripts

This story has something strange about it

When I entered the restaurant the waiter said goodbye, gave me the bill
and then handed me my coat. I sat down at the table. Then I paid the
bill and ordered ice cream. He brought me some soup.

IHere the elements of the schemna are all in place, since everything that hap-
pens here fits into a typical restaurant schema in terms of content. The social
roles are as expected (waiter, customer) as are other important elements
(food, bill). However, what is unexpected and peculiar here is the order of
the events, since in most restaurants we receive the bill after and not before
the meal, and in many societies we eat the sweet ice cream after the savoury
soup, The reason, in other words, for the oddity of the story lies in what we
I'his has led researchers

percetve as the wrong or muddled ordering of events,

A1
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explained here by Gregoriou:

Schema theorists make a useful distinction between two types of infor-
mation stored, that which is ordered sequentially (in a sorl of narrative)
m:a that s&ﬁ: is- not. Zos -sequentially ordered information is said (o
be stored as a \wmﬁm_ msa sequentially ordered information as a ‘scripl’.

(Gregoriou, 2009:87)

The term frame can therefore be reserved for non-sequential sets of concepts,
while the term scripfirefers to a conventional sequence of activities (Eysenck
and Keane, 2000:352; Schank and Abelson, 1977), a ‘socioculturally defined
mental protocol for negotiating [or understanding] a situation’ (Stockwell,
2002:77). An important feature of scripts is that typically with the people
around us we share an understanding of how that sequence will unfold,
which enables us all to cooperate in such things as restaurant meals, and
also of course, in texts which we hear and read. Like all schemas, the precise
makeup of scripts will inevitably differ slightly from person to person and
from culture to culture, both in terms of their elements and in terms of their
sequence, but there is nonetheless enough consensus to allow us to cooper-
ate in most sequential events, and also to interpret texts which draw on our
script knowledge.

Schemas in the comprehension process

Our mental schemas therefore set up expectations which help us to predict
what we will find in any new situation, and scripts:help us to predict what

_will happen next. Both types of conceptual structure help us to function and

cooperate effectively in the real world, and both also impact on our under-

.#mﬂ&:m and construction of texts. A reader or listener combines her or his

knowledge of the world, partly structured in the form of schemas and scripts,
together with knowledge of lexis and grammar, in order to build up inter-
pretations. Drawing on an example text about assassination and invasion,
van Dijk, in his discussion of news reports and how we understand them,
describes the process as follows:

generally, socially shared script information is combined with actual
personal (‘remembered’) model information, and with the new infor-
mation in the news text, to form a new model, namely about the
._2:,__ events of the assassination and the invasion. (van Di jk, 1985:81,
E:_::Z,. added)

HTUN J3UVYUILIL NCY VINLIIVLLY

n' (a specific type of ‘schema information’) then we

FIVES neany oa

Fred seript inform
U0 add elements derived from personal experience, and combine them with

whit the text itself tells us, so as to construct a new model of the situation,

Il process is rapid, complex, dynamic and constructive.

lext schemas and genre schemas

Iold distinguishes further between types of schema as follows:

When considering how listeners and readers process language informa-
tion, it is useful to think in terms of three types of schema:

a ‘World _m:osamamqw including encyclopedic knowledge and previous
knowledge of the speaker or writer. This helps us to construct a con-

tent schema for a text.
I Knowledge built up from the text so fak: a current meaning represen-

tation.
¢ Previous mx@mnmsnm of this type of text (a text schema}. (Tield,

2003:40, emphasis added) b

Ihe general schemata discussed in the previous section, including frames and
scripts about the world in general, would come under Field's first category.

Iis second category would include the ongoing representation about mean-

ing which a listener or reader uses while reading or listening, so as .n.o ::.;;.
{owards a full interpretation, in ways described in process models of listening
and reading (such as Emmott, 1997; Khalifa and Weir, 2009; Buck, N.c::.
[lowever, it is the third category in Field’s summary which is of ﬁmz:,,:_.z_.
importance to our discussion of genre, since it brings out the w.o.:ﬁ that in
comprehension we draw specifically on prior knowledge of various aspectls
of texts. This insight derives in turn from Carrell who distinguished between
two types of schema, the first concerning the form of the text (formal schema)
and the second the content (content schema) (Carrell, 1983; Carrell, Devine
and Lskey, 1988).

In some accounts this concept of text schema appears to be restricted ﬁ,:.
our knowledge of the structure of texts, as indeed is suggested by the idea of
‘form’ in Carrell’s o.:m:hm_ discussion of it. However, given that we appear
to store and make use of far more information about texts than simply their
structure or form, this interpretation of text schema may be too limited a
way of explaining this part of the comprehension process. The point can _.E
illustrated by reference once again to the Barbecue Sign text which was dis-



cussed in chapter 1, When we see such apublic notlee we i et i on the
basis not only of our knowledge of the structure and-form ol similar texts we
have seen previously, but also on our knowledge of (he fttnction of such texts,
our prior knowledge of their layout, of their typical lexis and granumar — in
short we bring to the text the full range of our prior genre knowledge built up
over experience of many similar public signs, and not only knowledge of the
structure or form of such texts,

For this reason — and to emphasise specifically the fact that that we bring to
comprehension more than knowledge of textual structure and form alone —
the term genre schema (following Frow, 2006; Harris, 2005) will in this book

_be used to complement the term fext schema, to refer to the 2&; in which we
..QEé on and make use of the prior knowledge of all aspects of genres, includ-
.Em their typical contexts, forms, functions, lexis, grammar and so on, which

. Wwe bring to bear as we interpret written and spoken texts.

- Genre expectations

A video on the website YouTube is simply called Car Advert and this title sets
up an expectation about what kind of video it will be, deliberately evoking
Our genre expectation or genre schemad of car advertisements. The video starts
by meeting our expectations perfectly. We are shown a distant shot of an
€xpensive new car driven along a calm winding road accompanied by relax-
ing music, beautiful countryside and a sense of luxury, just as in typical tel-
evision advertisements for luxury cars. But suddenly a huge hideous zombie
figure jumps up screaming in front of the camera and scares the viewer, the
music cuts out, and the video ends, It is not a real advertisement at all, but a
spoof or parody, whose effect comes from activating our genre expectations,
and then disrupting them suddenly for humour and shock purposes.

This example helps to highlight the difference, noted above, between fext
and genre, and also to illustrate once again the concept and role of genre
Schemata in noEEo:m:ao:w._,ﬁmxmw, as defined above, are the actual manifesta-
tions, visible or audible, such as the YouTube zombie video described above,
_..S.m@:mszw texts draw on our genre knowledge, for example by following
a genre Eo@@@m n_mmmwm but ﬁmmw Hm% also — as in this case — deliberately
undermine our genre expectations for humour or other effects. In that par-
ticular text, the director of the video was drawing on our genre schema to
trick us, subverting our expectations to make us jump.

It will be appreciated from this ﬂvm?.mmsy..m,‘n or rather our knowledge of
genres, acts on our comprehension like mental m.:.:nﬂ:.m.w m:m: as schemas
and scripts, This view of genre sees it not as a grouping of texts in a sort of
li

rary, but rather as a mental construct which we draw on as we create and

lerprel actual texts, As Johns puts it genreg in this view .._._.c ...,_,:. _:_ ( .._.__.m.:__,___f,_.,..
hemas” which ‘olten have to be reformulated as __‘:,.._ wriler _.:__: ,:2 :.E..,. :
for the demands of specilic contexts’ (Johns, “.V.:.:xric\v. .:.__:; __ﬂ,»_ﬁ_rm ﬁ:.:..-
clear example ol how this works for a writer, using as an example :

" r . o fenge - . ,u_-:ﬁ,cu
ton ol preparing a paper for a confere

i expert writer might have a genre schema for the academic mﬂumﬂmnr
| : i [ifi ‘ence,
but as she prepares the actual abstract for an identified con M_m ’

oy nc
she must adapt her schema, and the resultant text, to the confere
requirements. (Johns, 2008:239)

Gienres'in this view, then, are ideal, whereas Hmﬁm.ﬁm.wnﬁ:ﬂ. ﬁo mmayw MMMMMM
example, we have a notion in our minds, .m. genre mndm.EP .o N( a i
consists of, first of all in terms of its function, mw_a of H.a struc Em.ﬁEm no:H
lexis, grammar, layout, illustrations and so on, :HEQ:.& EM womﬂ B
lexts of occurrence. We use this idealisation both to H.am:: % H.Hmﬁ P H,E oy
1o write recipes. However, each actual instance of a .En%m _| a m”cmlu H.mn.ww_um
diflfer slightly from the prototype in our minds and m.o:\y owm Hm_H *mm i
texts. This is because texts are free — they can borrow in a highly fle e
(reative way from one or more genres, Or from none, .mEa of course Mmm %
practice of \noE_uHm_,.m:,ﬁos this is not a HuHoE.Q.P precisely because u
(he language implicitly know this and expect it. e B
Just as we develop our concepts, mental models, schema sﬁw i SM a3
script knowledge from our experience of the world and ?onw w HH z:o:mm
see and hear, so we probably develop our genre knowledge large %:m& eh
our experience of texts in the world around us and also more mxmm umwﬁ 0w
educational contexts, which means that our wﬁoima.mm of genres Hwﬁm& x
our broad intertextual knowledge. Genre knowledge is therefore re M L
intertextuality because it concerns the relation Um@mmb one text mwzamams-
lexts. Tor this reason, as intertextual knowledge E.mm included m.ﬁ.ﬁm M A
lal part of the definition of discourse, in the previous chapter, it ca
seen to relate to genre knowledge also.

Classifying and sorting genres

The characterisation of genrtes here differs, then, mHoE. more HMQMHMM
accounts which tend to see them as somehow BOB._UEHW.HW&.., ‘mm mm.w:m :% X
which could literally be sorted into piles, or found in 9.,..:32._ mon_ __op_p.__.m:ch_
hoolkshop or library. This view, that texts can be sorted _:_:_.ﬁ_ J.g,_.,.w.::: -y
proups such as fiction, poetry, drama and so on, and then perhap:

! 1] , [ i AN we ( __—__
Ml __. S _ 15 1 ___._____— I : 1, $._ Y ___.__ 1 _... 11, _:(a.____
FEOIALIN S | (8) clho ) {18 (§) { 00 YOO
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call the “classitying” approach to genre, has been common and valuable in
literary analysis and in practical contexts, such as libraries anc bookshops,
lor many years, However, even in the seventeenth century Shakespeare saw
the problems of trying to sort texts in this way and then give names to the
iings, referring ironically to ‘tragedy, comedy, history, pastoral, pastoral-
comical, historical-pastoral, tragical-historical, tragical-comical-historical-
pastoral” (Hamlet 11 ii).

As Iamlet implies with this mild mockery, even in literature it is difficult to
make classifications account for all texts. So when we try to enlarge the scope
ol our analysis to encompass everyday texts as well, the attempt at classifica-
tion becomes even more complex and unwieldy.

Unger discusses some of the different criteria used by researchers in their
attempts to classify genres. These have included aspects of the situation in
which the genre occurs (such as the number of speakers, or their social rank)
or their mode (whether they are written or spoken) or the purpose of the
genre (Unger, 2006, following Renkema, 1993). However, faced with the
natural complexity and ‘hybridity’ of real texts, these attempts have gener-
ally been unable to cover all occurring examples, and often resort to a host
of complex and unconvincing groupings, rather like Hamlet's list of types
of drama, with the result that we find terms such as ‘pre-genres’, ‘primary
genres’, ‘secondary genres’ and ‘super-genres’, whose connection with each
other is often unclear (see, for example, Bregman and Haythornthwaite,
2001).

It is not surprising, given the wide range of texts in the world and their per-
plexing hybridity, that this broad ‘classifying’ approach repeatedly runs into
problems. Indeed if we accept that texts can draw on a wide range of genres
creatively and flexibly, as was illustrated above, we might conclude that such
attempts at classification are doomed to failure from the start, simply because
most texts are naturally ‘hybrids’, drawing on genres as their starting point,
but then developing in highly fluid and creative ways in response to their
creators’ particular aims and contextual conditions. So although we may try
to set up ideal categories, we should not be surprised when actual texts stub-
bornly refuse to fit them; an element of ‘fuzziness’ is inevitable.

This causes obstacles for disciplines (such as librarianship) which see a need
to establish clear categories and classifications of the texts they deal with, but
fortunately discourse analysis does not in principle need to have any such
lixed sets at all. Perhaps it is more important simply to acknowledge that a
key fact about mmr_.m schemata is that language users operate with a very fluid

and flexible, set of categories — so that as we listen to or read a text and ask

ourselves ‘what genre is this?’ we might frequently be unable (o reply with
any certainty, One reason for this, as has already been argued, is that real
world fexts do not neatly « orrespond (o ideal mental genres, A second reason 1§

GENRI

that the genres we have in our minds are not clearly separate J._.:.:_ c.m_‘p.__ :.:.:.___,
and may not even be clearly delineated in all their o?:.mnﬁm:&_nu. _._:.”u.\ ,.:.p ,
like concepts, schemas and scripts — useful general ideas which E.m fuzzy’,
and that fuzziness is an important reason for their :mm?_sﬂwm. This Em.msw
that just as users accept a degree of fuzziness in their acts of S\B_Emnwﬂwd‘.
so discourse analytical approaches and frameworks must allow for a similar

degree of flexibility.

- Genres: linguistic or social practices?

In moving towards a working definition of text and genre, then, it .Mm impor-
tant to accept the fact that any classification will be fuzzy and flexible. One
reason for this inherent fuzziness and flexibility where texts m.Ha mm.Emm are
concerned is that they are affected not only by linguistic considerations but
by social factors — indeed they could be said to be at the Eﬁmmmn.m ,Um.ﬁémm:
E\:mcm_mn system and society, as would appear from the place of discourse at
the centre of the diagram in Figure 1.1 (see p. 9). . .
Since discourse and genre have this dual linguistic and sociological a_Bm:..
L.:.F. writers who seek to define the terms may emphasise o:.m over the oﬂamp
(Widdowson, 2007: xv). If we look at the definition of genre in Ew quotation
below, for example, we can see an emphasis on the linguistic - :ﬁmmg wm:n._
(ridge (contrary to the practice followed in this book) even treats genres an

texts as roughly the same kind of thing:

A genre is a kind of text. Academic lectures and casual conversations are
examples of spoken genres. Newspaper reports and academic essays are
examples of written genres. (Paltridge, 2006:84)

My preference in this book has been to &mssmﬁm: more sharply _um.né.m%b
genres (as abstract) and texts (as actual) than Hmﬁﬁ&mm does here. That mm._ g
Paltridge clearly adopts here a H.m_wmﬂw:x zbmimmn. m.E.uHOmn_: to Mmmﬁm.., &Mnm”
he places linguistic texts at the forefront of his n_mMEE.od. mM noﬁ.ﬁmmr ot e
writers tend instead to emphasise the social or the activity dimensions, as in

Martin’s definition here:

gente is a .f,:_réﬁw goal-oriented, purposeful activity in EEH,UU m@.mww.ﬂum
engage as member of our culture. Examples of genres are mmm.ﬁ.m.“&::.u
Lies such as making a dental appointment, buying vegetables, E::.E a
story, writing an essay, applying for a job, writing a letter _:. the E_::._.,
wr, and so on, (Martin, 2001 155, emphasis

viting someone Lo«

aclded)

a7
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While all of the activities in Martin’s list probably deo 1y peally lnvolve some
clement of language use, his definition emphasises the activity rather than
the linguistic dimension, thereby adopting a rather more soci ,
momem. Fairclough likewise, in his definition below, also stresses (he activ-
w.@‘ m.m@mwnv subsuming language within a broader world of signification (the
semiotic’ mode):

al view of

O..w::& are diverse ways of acting, of producin social life, in the semi-
" ) :

tic mode. Examples are: everyday conversation, Ineetings in various
types of organisation, political and other forms of interview, and book

reviews. (Fairclough, 2003:206, emphasis added)

In describj ‘activiti { i
] ibing genres as ‘activities’ and ways of acting’ in these two defini-

\ tions, Fairclough and Martin are in essence choosing to prioritise the social

.ﬂﬁﬁ.mnmos over the linguistic. This of course is a matter of the analyst's par-
.ﬁnc_.m: emphasis and perspective, since all would probably agree that thm.w
include both the linguistic and the social, but my preference in this Uoww SH
be to confine the term ‘genre’ to behaviour or activity which has a clearl
linguistic dimension to it. \ o
.Ho illustrate what this means in practice, and to show how the terminolo

will be used from now on, my analysis of a person buying vegetables - to SMM
up Martin’s example — would be to say that s/he is drawing first of all on a
ﬂm:ﬁm_ schema of shops and shopping, and on a script of how such interac-
:o:.m are sequenced. The participants would thereby be drawing on the first
of Field’s ﬁ:.mm categories cited above, namely .SOH‘E knowledge’. The con
cept of genre only becomes relevant, in my view, if and when the rw_.m,.nﬂ mnﬁw
start to use _msmcmmm, at which point the activity might involve a :zmmmmmn
,.mm::m schema of ‘buying and selling’, including an éxpectation of how such
Interactions typically proceed, to include typical lexical patterns and me
matical structures. All of these — schema, script and genre schema — Moinm
operate to shape the participants’ language behaviour, and on this basis the
would then jointly construct and participate in an actual fext, namel QM
conversation between the two of them, which might in Emnamm be Qomm to
the expected gepre prototype, or might diverge from it.

The function of a genre

.) _— ﬂ_.:ﬁ I S.n.:l__r.uucs i mm_:m _,m _ dat o wa mw, W __L.. nes mm_:mm as
{ W [ ﬁ i

] vt 2 vie n..._ 3 0] C
_:__:S.f." - ..

/ TOI1re o e - face [ i
A genr comprises a class of communicative events, the members of

viieh share some set ol communicalive purposes, These Purposes are
{

GENRI

recognized by the expert members of the parent discourse community
and thereby constitute the rationale for the genre. This rationale shapes
the schematic stracture of the discourse and influences and constrains
choice of content and style. (Swales, 1990: 58)

Swales was mainly concerned with written language and with academic writ-
ing in particular, but his definition usefully makes the general point that
penres are guided by purposes, in other words by the functions ?En? they are
intended to fulfil. Furthermore, ‘the purposes expressed in genres are defined ,
by the community which uses ﬁrmﬁ,_.,ﬂno»‘_uw individuals: shared rules must m
be learned and used for genres to Q.U.Q.ﬁm. (Bregman and Emﬁroubgé.m:.ﬂ
2001). This means, among other things, that members of the community
(which in my view should include non-experts, incidentally) will recognise
and broadly agree on mﬁ key function of the genre. This function then to a k
large extent governs the other features of the genre, its structure, content and |
50 on. i

This is not only a valuable insight into genres, but it also allows us an
important methodological starting point in any discourse analysis. Take as
an example the Barbecue Sign on the beach discussed in chapter 1. It is clear
that the main function of that text, typical of the genre of public notices on
which it draws, is to instruct and inform the general public. Accordingly all
of its features were designed to achieve that function - features such as its
location secured to a post, its vertical orientation, the size of the lettering, the
choice of grammar and lexis and so on. In other words, its function governs
its features. Likewise, to take again the example of recipes, the function of a
recipe is to inform us how to cook a particular dish, and to do so economi-
cally and quickly (as we might be preparing and even cooking as we read).
This key function of the recipe then governs its length (usually quite short), its
structure (title, picture, list of ingredients, instructions and so on), the layout,
the style of language and so on. Function, in this approach, is taken frequently
to govern the text’s features to a ,_mﬂmm extent.

Features of a genre: lexis and jargon

When | was a student living away from home for the first time, and came
across the instruction “fold the flour into the cake mixture’, it was not clear to
me how Lo ‘fold’ flour. On asking someone more experienced, I was told that
the verh in cookery means to take a spoon with some flour in it to ‘cut’ the
Iy down the middle, then turn the flour into it bit by bit until it
internet search

mixture |

was all absorbed, If you put the phrase ‘fold the flour’ into a

cnglne it consistently appears in recipe contexts because i is part of cookery

fargon, 1hat is, __:;_.:..__... QTR i 1o ot ulat _:.___...____:.._ 01 social proup
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FUNCT

ION _“m\ﬂ‘cz..mm EXAMPLE: RECIPE GENRE
Ihe function determi eci ims to i ..
Lo nines | A recipe aims to inform us quickly and efficie

ntly how
to prepare a particular dish. é

Therefore the function determines these features:

o ;
ocation In a magazine or recipe book

function ol |

How to prepare food

Visual aspects and Frequently starts with a bold
title and has pictures, per-

haps with vario I
Pictures, position of i il
i ‘ make it a
different parts, e

| diagrams, colours

layout

Length Typically no longer than o__._m4

page

Structure .ﬂ.z@ picture, ingredients,

T Instructions, etc.
m:Emn”ﬂm / agents / | Imperatives. The ingredients

ocus are in describing discourse

Who is actually doing mode and %m. instructions

the actions? in the interacting discourse
maode

Subject of the verbs?

Style and register Typically relatively informal

Formal or informal?

Related to any

particular professional
domain?
_ 0]

Grammar

M_m\ﬁmwmv@mmw present _B_Umﬁm:,\mm‘ some conditionals
(iffwhen it is tender, then .. )

Syntax (word order) Standard, but simple

{ Length of sentences Simple short sentences

Lexis

Any j i
j Hmnﬂ%%wm or , Cooking terms, names of
nguage? foods, weights and measures

From a functionalist perspective, we can explain this by saying that the
~ in particular the need for brevity and speed -
leads recipe writers to use shorthand (jargon) terms when referring to com-
mon and familiar actions and objects. A genre’s function, in other words, can
govern or influence not only the structure and contents of the genre, but also

Crecipe gen

the lexis and grammar.

This principle will play an important role in the approach to discourse
analysis to be set out in Chapter 5. In the method which I set out there as
a broad plan for analysing discourse, the function of the text will be of cen-
tral importance, followed by analysis of how the features of the text help
(0 achieve that function. This relationship between the two elements is set
out in Table 3.1, which shows how the function of the genre (in the column
on the left) can typically lead to particular combinations of features (in the
middle column). The final column offers a fuller example, showing how the
fcatures of a recipe can be analysed as meeting the recipe’s main function.

The point of this illustration is to exemplify ways in which the function of
a text can act as the first point of departure in any analysis, so that the various
[eatures of a text can subsequently be explained by reference to that function.
So the style and lexis of a text, for example, can be explained in terms of the
role they play in the function of the text as a whole.

Classifying and organising genres

[Having suggested that genres can usefully be seen as idealisations, and having
also seen the way in which their perceived function typically determines or
guides their features, the next step is to consider how genres are organised,
and how one genre relates to another.

Over the last two decades substantial research into genre and the relations
between genres has been carried out and this has naturally involved clas-
sification. To take one interesting example, the group of researchers known
as the Sydney School identify a number of genre classes in ways exempli-
fied in Martin and Rose’s recent work, to include amongst others recounts,
descriptions, reports, protocols, narratives and explanations (Martin and Rose
2008:1-8).

Martin and Rose acknowledge the generally educational bias in the genre
theory which they present, and it is undoubtedly useful to approach genres
in (his way if the aim is to use them in education, since it allows for the
development of school curricula where progression is linked to different gen-
ros, Nonetheless, when we try to deal with texts from other domains outside
education we may need to look beyond such analytical frameworks, because
shtforwardly into such classifica

many realworld texts cannot ecastly (it st
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lory schemes. The central problem here js essentially textual hybridity, the
fact that frequently ‘a text 53. not be “in” a single mm,:u.c‘ it may “mix” or
hybridize genres’ (Fairclough, 2003:34), and may draw on a mixture of genre
schemata in order to achieve its effects. The ‘Squirrel’” text discussed previ-
ously illustrates this kind of hybridity or mixing, of the letter and m:mmm:mu
nma.

This issue can be further illustrated throu

gh consideration of narrative’ (.
in particular, which can be char

acterised as the reporting of a sequernce of
events, usually in the past, Narrative has sometimes been treated as a genre

in its own right, and in some domains such as education, or others in which
narrative may be used in fairly ‘pure’ ways, this may be sufficient as a cat-
egory. However, any scheme which wants to explain all texts we encounter

must face the problem that narrative enters in fundamental ways into a wide
variety of texts which seem best

Teports, jokes, histories biographies

r

/

, films and so on. Since it seems problem-
atic to say at the same time that narrative is a genre in itself, and also that

it enters in fundamental ways into other genres, it seems more satisfactory
in any classificatory scheme to consider narrative at ‘
level, somewhere ‘above’ particular genres, and enteri
flexible ways, rather than being a genre in itself.

a more general abstract

ng into many genres in
As these authors put it:

[blecause narratives are used in many differe
contexts, they cannot properly be labelled a genre. Narration is just
as much a feature of non-fictional genres...as it is of fictional genres..,
[t is also used in different kinds of media... We can think of it as a

textual mode rather than a genre, (Thwaites, Davis and Mules, 1994:1 12
e¢mphasis added)

nt kinds of texts and social

Other writers note the same phenomenon and move tow,
tion. Fairclough, for example, makes the same point that t
seem to be best considered as being at a different

say, the news story, and he considers the same to be true of other categories,
noting that: ‘If Narrative, Argument, Description, and Conversation are gen-
_tes, they are genres on a high level of abstraction. They are categories which
transcend particular networks of social practices...’ (Fairclough. 2003:68). For
this reason m.m?&OﬁMT.KmEE them, ‘pre-genres’ (following Swales, 1990) to
take account of the fact that they seem in some sense to be ‘prior’ to actual

genres, and that they enter into severa] different genres in flexible Smﬁ,‘ tran-
scending the particular,

In essence, these proposals turn on the view that any fully operational
framework of texts and their relationships requires some sort of
level “above’ genres and texts, this leve

ards a similar solu-
he narrative would
‘level’ of abstraction than,

analytical
I to include narrative and a number of

GENRE

: i many actual
latively abstract modes of discourse which seem to enter 5% X ﬁ:mz.:, In
-a] = 7| [} S dl.
= ‘:a which might be termed ‘pre-genres’, ‘textual modes’ or ey
res, a d : nres nas 4
mm”_m\&. idea of positing some more abstract general level above Mo e
is : ; et OTi as -
an : history, with its roots in traditional categories of rhetoric w:n nd Warren
11 ' . . 7 a 2 ’
m ; exposition, argument and narrative (Smith, 2003; mﬂow % ourse going
) g
Mbmwm_v %Swm refers to ‘a long rhetorical tradition of modes o Mmm -y
. C : i sta
back to the eighteenth century, and taking on a EmmEB.m: omeriafive
" teenth century with Bain’s (1877) formulation of mxﬁom;o%mmmv
nineteen ‘o ! (Grabe, 2002: .
ative modes of discourse’ ( ) . i
tive, and argumentative m ; inguistic basis.
smechHm recent times this approach has been given a BEM lingu ar (1976)
n ; Framin :
A relatively early example is Wetlich's proposal F.H a Hm,wn . HS ket
Werlich &msnm\om five categories, which he wonwgﬁmﬁmwwﬁﬁuaﬁ.aé P
e gt ited above, narrative, descri , R
se, namely the four ci ! . ; r describes
noEw m._& along with a fifth, instructional, and his Text QE:\__H\_.S e F
entativ is view these ty
E detail \Em typical linguistic features of each. In his S.Ma ME@ b
_ab urse are so central to communication in all languages tha rmm amned
co T——
M_ related to basic human cognitive processes, rather as Ricou
ably 1
i i 0). . -
narrative (Ricouer, 199 ) 3} no less meticu
moM.%mH:nr,m detailed treatment was followed by wb._:r‘wﬁwoowwh (Rhoiigh S
" mo
: linguistic features of suc :
tempt to analyse the ith identifies in her analysis
s - fer to Werlich’s work). m.E_E identifies in he : y
Sy s eegbes i ten ¢ to parallel three of Werlich’s categories, but
. inti rgument to pa T
rrative, description and argt . i ich’s expository
H_Mﬂ analysis discusses reports and information instead of <<mH:m - %H:n:a
& . . - r
. d instructional. The thrust of her work is in essence the sam i
in - ; - s -
”HE&% to identify and analyse in depth certain .Boamm mrmm %MH -l
-ourse modes rather than Werlich’s text Lypes — which she noﬂ abstraction. She
G s in terms o :
: ‘above’ texts and genres in :
human discourse and ‘a ) : Lefieas small
Mo_imm as her unit of analysis the ‘passage’ which mw.m erﬂ.pmm mm.ob omm alilie o
m,ﬁ sentences, and her analysis includes detailed discussi f texts in
- WO ] H e 0
H discourse modes in turn and how they enter into a rang
iz dis

flexible ways.

Applied genre theory

A further extended proposal for such an approach, mma‘n _:Sw?,_”m mqﬁmﬁm
& el of ¢ \; rsis ‘at a superordinate level” above m.mEmy S abe’s,
S foo .&.J. M_7..__3 ‘macro-genres’ to include sarrative and q.«.\s,::%
::_:::,_.“ _:._v_ 5‘_”& :_.ﬁm..‘___,__c.,f, reasoning is, again, that both narrative ,.:.:_
e n nature and to enter into many genres

exposttion seem L CVOY genet

her than being ge s, Incaddition he alludes to
rather fhat ‘g g

{ les of thought!
W los are as mch ‘maod
i, TOHG 19905 that these maod
(Citing Broner, 1 !

h3
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world and ‘of drawing meaning from interactions witls (e world” (Grabe,
2002:252),

Bhatia (2002), responding to Grabe's proposal,
which he later elaborated in greater detail as part of an ‘applied genre theory’
(Bhatia, 2004), and which attempts to set out in some detail the relation
between texts, genres, and discourse modes (which he terms ‘generic values’),
Bhatia’s approach to analysis consists of three levels, the first of which is
termed generic values, such as narration, description, explanation and persua-
sion, which Bhatia says are ‘independent of any grounded contextual con-
straints’ (Bhatia, 2002:281), in other words they are not dependent on any
particular context. This distinguishes them from the elements of the second
level which he calls genre colonies (for example, promotional genres), which
are %nobmﬂm:mmo%m of genres...across genre boundaries’ (Bhatia, 2004:xv),
‘serving broadly similar communicative purposes’ (Bhatia, 2004:59). The
third is the genres themselves, for example advertisements, This gives us, in
Bhatia’s scheme, the following hierarchy:

lirst outhined an approach

Bhatia’s levels Example

Generic values  Persuasion
Genre colonies  Promotional genres
Genres Advertisements

__2.C Discourse modes in the analysis of discourse

All of these approaches, although they use different terminology and offer
varying analyses of the different modes, nonetheless share the conviction
that it is theoretically valuable and analytically useful to identify and make
reference to a relatively abstract level of Operation, above genres and texts in
order to explain how texts and genres operate in discourse.

It can be seen that the elements at this level have been given different
names in different accounts, including the terms ‘pre-genres’, ‘generic val-
ues’ and ‘discourse modes’. The last of these terms, discourse modes, will be
adopted here, firstly because it is the term used by the majority of writers
who discuss this area, secondly because this is the term adopted by Smith
(2003} in her particularly detailed linguistic elaboration of these modes, and
thirdly because the term captures the sense that these ways of using language
are general ‘modes of operating’ with language, (rather than simply being
‘values’, as Bhatia sees them.)

To make it clear from now on when I am referring to discourse modes I will
refer to them as narrating, describing, reporting and so on, in italics. It should

-

) 3 O PO COLLIUDWAL YYavia

| tdentally, that these disconrse piodes are nott -

_ ' cldentally, th i imon A _,
s (maode’ (Halliday and asan, 1985012, Marlin

avan term

) 243, ol some of the writers mentioned
:_:._ 10 ymarises the ways in which some of the wri
Fable 3.2 sumni g

] ; _ UV ~ 1t 1n .p:.:
_ ___ __ L discours IMOAes — —:P eC C
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iffer i X roaches and ter-
. partly owing to their different interests, mE.u .n ) s
drptair L ill be noted that an important limitation in

i i lich) is the fact that they
studies (for example, those of Bhatia, Smith and 29_%?“85% e
. [ :._ themselves explicitly to written discourse, and € T ket
: opeech. Since any broad analytical scheme mnH our purp e
Catienilch :\ well as written, this limitation needs to be @

. :_. Y
wpoken discourse : ey il
__“_M.__Jpp_c_. the start of a simple joke: \Im:wm %Ocmﬁmum“awm O oy wifh

les frequently make use of narrating mode E.Em, or s s
- (i : ways to be further discussed in Chapter 7). L =
o 5 i ion such as that above. -

'ting with a question suc ; i

i ed into any of the modes identified

rrating nov describing,

minology. In addition it w

4 punchline
lave a different approac :
(fon forms cannot easily be Eno%oﬁmﬁ_ e
I Table 3.2; this joke WOE.P. for .mxm:dwﬁmw.w el e
o &WHM&:% or describing or arguing mode, but
il ponse before completing the
ting mode and

nor argiing: In fac .
since here the speaker is not usin g
Is using a question to elicit a conﬁ.dﬁo: D
punchline. Just as the listener can recog

S /he can recognise that this joke starter is part of an

?

It ._H::Q n;u_uﬂc—nuwhmuwﬁw.v. S0 S,

tleraction —:A..: e’:— require a cet tain Hmw_vODmm.
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fable 3.2 Discourse modes

Description Description Description

Descriptive Description : s it
Jarrativ Narration Narrative Narr : =
Farrative e
i ument g
umentalive Argumentation Argument Arg .
ke Instruction Instructions
ns :
iti Explanations
[ xpository Exposition . p
Information
L Report Reporting
Evaluation
Persuasion

Conversation
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ol . sort of discourse mode. ‘
analysts include spoken discourse at the same level of abstra
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Table 3.3 Aspects of genre and text

Discourse modes
modes do not have unique functions in themselves but enter

Discourse
into many genres
Examples Interacting Narrating Describing Instructing  Others
Typical Turn-taking, Sequencing of Combining Listing or
main adjacency  events, often of descriptive  sequencing
features pairs in the past elements, of actions or
non-sequential  items, non-

historical

| Discourse modes enter into genres (or genre schemas) in flexible ways

Genres / genre schemas

Our mental idea of groups or families of texts which share
common functions and features

As we use genres, we can draw on any

Example of Genres typically perform

genres/ genres particular functions of the various discourse modes in

schemas flexible ways

Conversation Social interaction - to The genre of conversation mainly
draws on the interacting discourse

make social bonds and

relationships mode, but it might also include narrat-

ing (when someone tells an anecdote),
describing (when someone describes
a person or place) and also instructing
(when someone tells you how to do
something or get somewhere)

Classroom lessons Educational - to teach The genre of classroom lessons is
something typically a form of interacting
discourse mode between pupils and
teacher, but the turn-taking is differ-
ent from a conversation. It might also
include any of the other discourse
modes such as explaining, describing

and narrating

The genre of novel, which is often
divided into sub-genres such as
romantic novels and historical novels,
predominantly draws on narrating dis-
course mode, but of course frequently
includes interacting and describing

Novel Entertainment, aesthetic

Weather forecast Informative The genre of weather forecast typi-
) cally draw mostly on describing dis-
course mode, telling us what the
weather is like, and will be like, but
can also include instructing

The genre of recipe typically draws on

Informative, instructing
instructing discourse mode.

Recipe

U Genre schemas are then used flexibly in actual texts
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_ .4 Genre, style, register and jargon

. 1 ) chapter A
son. With regard to the term style, van Dijk ommamm MHWR._. HD,ES register and
in

For instance, i
or mstance, in order o describe the

(0 the va civil war in Bosnia, we n

1S 1o " partici
sroups of participants in terms of i

(! 'l L 3
ey, ‘robely’,

i i

R b

FAPVER

ists’, ete, The choice of a specilic word in this case

‘insurgents’, ‘e
he type of discourse (for example news report, edito-

may depend on
_or on the group membership, position or

rial or political propagancda)
opinion of the speaker or writer. That is, in order to refer to the same
items. If such variation is a func-

people, we may use different lexical
lion of the context (speaker, perspective, audience, group, etc.) we usu-
ally call it a property of the style of the discourse. (van Dijk, 1987a:11,

emphasis added)

I'his broad definition of style will be followed here, to refer to the general way
in which language is used in any written or spoken text, mainly in terms of its
formality or informality. (Though note that in the field of stylistics the term
¢ different sense, as discussed in Jeffries and McIntyre 2010).
jk notes, is the context of use, and this does

wyer in a law court, for example,

sivle has a rathe
I'he main determinant, as van Di
not mean only the physical location. Ala
might use a relaxed informal style in court if speaking to a clerk before the

the case begins, s/he will use a more formal style. The

judge enters, but when
reason for this style choice is the social occasion, and not merely the physi-

cal location.
Some writer
style, defining it for example as:

s would use the term'register to describe this more formal legal
/[a] set of specialized vocabulary and pre-
ferred syntactic and rhetorical devices/structures, used by specific sociopro-
fessional groups for special purposes’ (Schiffman, 1996:41). These include,
for example, a _,mmm_ register, a medical register and so on. I will also make
use of the term jargon to refer specifically to lexis which is used in particular,
usually professional domains, such as legal jargon, medical jargon and cooking
jargon.

How do styles relate to genre? A good way of understanding this relation-
ship is through the example of conversation. 1f we speak of the genre of
ersation we mean something which is structured, in that it has a begin-
ning, middle and an end, however informal, which users can recognise and
respond to. Conversational style, by contrast, in my definition, means simply
a general informal way of talking, probably influenced heavily by the loca-

tion and the occasion. The Conversation genre will typically make use of the
but other genres may also use a conversational
ng within an Interview genre
/herself seem

Conv

conversational style, of course,
style for particular effects. A politician worki
might [or example adopt a conversational style to make him

more [riendly and personable (Fairclough, 2000:101).

As | use the terms here therefore, genres have structures, beginnings and
ends, or structural layouts, which we can recognise, whereas styles indicate
neral ways of talking or writing which vary according to the occasion

Mo g
al, In practice, itis

andd sttaation, usually along a continuum of fo
»wee Lhe distinction, For example we may ask whether text

nol always casy ke
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B o , the distinction is generally a sciously. This distinguishes them in my analysis from styles, which

are simply ways of speaking or writing.
9. Genres are identified not only by formal criteria, but also by secial and
comtfextual factors.
When we examine a genre we look not only at its grammar and lexis,
say, but at where it is used, who makes use of it and so on.
10. Genres are highly flexible, and they can change, blend, evolve and die

: allows us to present a working definition o
drawing together the v

A summary definitio
; n of genre
and discourse mode J sl

The discussion in this chapter now
of genre as it relates to texts,
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catures: series of key defining is means that, for example, legal language or COUrtro iscourse ar
themselves genres in this definition, as they do not have a structure with a
1. Genres are akin to mental structy beginning and end. They are more like a style or register. However, a notional

; rac - e . : . . .  _tens s
we carry mental representati HMM such as concepts and schemas, in that Cross-Examination in a courtroom is a genre in this definition, as it has a clear
/ : ions : ; . S : b
use of them to prepare fo about genres around with us and make structure, with beginning and end, which lawyers and other participants can
I communicati , v I e . "

municative events, unicative events, and to interpret com- recognise. An actual cross-examination in a real court would be a text in this
2. Genres are ideals, whereas texts are real definition, which might conform to the expected genre but might diverge

N . . . ?oh.d :. for <m.nosm reasons. (Genres under this definition will be signalled by
3. Genres may include language or they ma ~m gentres in their realisation. 4 #Eﬁm_ maggieal leiat) ! ; :

For example, a mime show could - Mmsoﬁm . Similarly when we _n.m:w about nosﬁm;wSoP. we Eﬂm.:ﬁ. Emm.b simply .mb

tion, features, structure and so on Eoémmawm .mm a mmw_.m\ with func- informal style, or sﬁ might Bmmw a mn_:.ﬁ in which case it is a discourse with

focus only on genres which do _._m:.wm - S. :.g E.% n:mnwm&o: T will a clear structure, with an opening, middle .EE end. In other words, &:;

guistic dimension. distinguishes a genre from a style, in the definition to be followed here, is in

4. Genres ar

e

. Shared as mental constructs by members of : t f struct
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For thi .
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Some writers (e.g. Paltridge, 2001) distinguish between genre and fext type,
largely on structural grounds, identifying as text types such categories as
,EoEmE-mcEﬁoP:ammnﬁwzop discussion, cause-and-effect, and compare-

pical genres). and-contrast texts’ (Paltridge, 2001:24).
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This chapter has addressed the Nature of the term genre, emphasising the ways
i which readers and listeners draw on genre schemas, along with other types
oF schemas and scripts, in their efforts to interpret texts, It drew a distinction
belween notional ‘genres’ and actual fexts in the world, and considered the
ways in which a text can draw flexibly on one or more genres in its creation,
Some texts, for example those in more formal settings, might follow a partic-
ular genre closely (for example, an academic essay or business letter) whereas
other texts (for example, those in the media) might draw more tlexibly on a
variety of genres to create more hybridity.

For readers and listeners it was argued that the function of any text and
genre is central. For this reason it is useful for the analyst to start with the
text’s function and then examine ways in which the features of the text
support that function in various ways. The features of a recipe, for example,
might be analysed to see how far they support the main function of that
genre. An actual recipe might then be analysed to see to what extent it fits
with those expectations, in ways which will be considered in detail in the
heuristic scheme for analysing discourse set out in Chapter 5.

The present chapter also discussed a more abstract level of analysis, in the
form of discourse modes such as narrating, describing and reporting. It was sug-
gested that these modes appear to be common to a number of genres and in
some way ‘above’ them, as well as being identifiable in terms of common sets
of features. It was suggested that for this reason it can be useful to examine
the ways in which these modes operate in texts. However, although it was
stressed that these modes are an additional useful way of approaching genres
and texts, it would be a mistake to set too much store by them, for example
by building an analytical framework upon them.

Having seen, then, what genres are in principle, how they operate with
respect to texts, and how they can draw on various discourse modes, we
can turn in the next chapter to look at a number of the discourse modes in
detail, as this will allow us in the later chapters, when we look at a range of
genres from a variety of situations, to understand and appreciate how these
discourse modes and genres can be used by texts in various ways and for a
variety of purposes. This will also prepare for discussion in Cha pter 5 of how
in practice to carry out a discourse analysis,

CHAPTER

Discourse Modes 4
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