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1. Introduction
As a student of the English language and culture, I have come to understand that the English-speaking world consists of many different cultures and societies that support the maintenance of cultural traditions important to their society’s existence.
 The Aboriginal people of Australia are one of these societies who contribute to the preservation of their cultural heritage. As I am particularly interested in the literature and culture of Australia’s Indigenous people, I will conduct a stylistic study of the intertwined relations and interactions of Aboriginal literature and community cultures. This thesis takes thus an anthropological approach. Many Aborigines view their history and community cultures to be of great importance to themselves and their communities. This is why Aboriginal written and oral literature still holds an important position in Aboriginal society. Though Aboriginal literature originated from oral tradition and oral transmission of stories, there has been an increase of Aboriginal people who wish to express their knowledge of Aboriginal culture and society through writing. 









During the twentieth century a rising interest in Aboriginal society took place. This interest was partly expressed through research conducted by anthropologists, sociologists and academics of literary and linguistic disciplines. Where anthropological studies have mostly focused on the observation of the Aborigines’ lifestyles and the analysis of cultural traditions in Aboriginal communities, the objectives of (postcolonial) literary studies have, to a large extent, been on the analysis of themes and genres in written modern Aboriginal literature. This literature, according to Narogin, was mostly produced by [Aboriginal] “fringe writers. These writers, who arose in the sixties, were the products of assimilation revolting against assimilation [and] it is their experience which has often led to a literature of anger and frustration rather than to a literature of Aboriginality based on traditional forms” (13-17). These “traditional forms” also encompass the concept of oral transmission of stories, such as Aboriginal myths, legends, fables, song cycles and tales that all Aboriginal communities are familiar with (Narogin 13). 









On the website of the Australian Museum it is stated that despite the fact that Aboriginal literature had originated from an oral tradition and transmission of stories, the prohibition of storytelling as part of the segregation and assimilation policy in the nineteenth and twentieth century and the competition with the rise of written literature had had a dwindling effect on the oral literary tradition. Thus, as many of these stories had never been written down or orally transmitted to future generations, this resulted in “the loss of many stories in Aboriginal communities” (Stories of the Dreaming, par 8). Supposedly this neglect has been one of the reasons for why research into oral Aboriginal literature seems to be more difficult and has probably been less investigated than other genres of modern Aboriginal written literature. On the contrary, however, there have been researchers and writers who have taken an interest in the oral tradition and oral transmission of Aboriginal storytelling. Some, such as Alexander Wyclif Reed, W. Ramsey Smith and Aldo Massola, have even taken the opportunity to collect these Aboriginal community stories and have composed several books on Aboriginal myths and legends. Yet, according to Eigenbrod, it remains questionable whether the true essence and structure of the stories has not been interfered with during the “translation and transcription process by European writers who have conducted their work from a Eurocentric perspective” (221). Nonetheless, considering the high status that Aboriginal people ascribe to their history and the preservation of their community cultures, it is not surprising that Aboriginal oral and written literature still holds an important position in Aboriginal society; and that hereby, the preservation of storytelling is being emphasized upon by many Aboriginal communities. Today Aboriginal literature has secured a respectful position as part of Australian literature. Not only has this literature raised interest among Aboriginal people, activists and writers, but it also receives a fair amount of attention in the academic fields of literary studies, social sciences and amongst the Australian population. Thus, having said this, the purpose of my study is to compare three written narratives which are known to Aboriginal society and communities and analyze them with respect to figurative and idiomatic language use.  I have chosen to analyze stylistic features in these texts because, after I had done research into Aboriginal literature, it seemed to me that though there are books and articles written on the use of European literary devices in Aboriginal literature, not much research had been conducted on specific stylistic features in Aboriginal literature and especially not with comparisons of three different literary genres. Especially traditional Aboriginal literature, which originated from an oral tradition and transmission of storytelling, is a form of literature which has, from a stylistic point of view, not fully been investigated. Especially modern Aboriginal literature seems to be focused on literary analyses of themes such as assimilation, fringe-dwellers, activism, segregation, Aboriginality, Aboriginal and white settler histories, race relations and the representation of the Aboriginal situation at the moment. As many Aboriginal writers from the sixties and seventies tried to focus on the understanding of their condition by white people, they also addressed their stories to a white audience and have been influenced by European literary devices and themes. Not only did they start to write in the English language, but adaptation and application of literary devices and stylistic features, especially in verse, such as rhyme, meter, metaphors and alliteration were started to be applied by Aboriginal writers such as Oodgeroo Noonuccal, Jack Davis and Mudrooroo Narogin, who have been criticized as well as praised by their (different) applications of these (European) devices. Adam Shoemaker, Leon Cantrell and Andrew Taylor have reviewed, criticized and commented on Noonuccal and Davis’ poetry where they consider the role of European literary devices and themes in Black Australian literature, but have not deeply investigated the role of stylistics, and especially not that of figurative and idiomatic language features within Aboriginal literary works. As figurative language and imagery are, by many people from the western world, seen as features which are incorporated in canon and high-standard literature, I find it very interesting to see how and if these features take an important position in Aboriginal literature. Moreover, as styles, registers and other forms of speech and writing are generally connected to social groups and societies, figurative and idiomatic language features are important devices which are culturally linked to a writer’s society and will reflect and address many aspects of Aboriginal culture and society (Chapman 9-14). Especially lexical items, where I will pay specific attention to, are stylistic features which contain information about specific cultural and social aspects of Aboriginal society and might even appear in Aboriginal-English or an Aboriginal language. With my specific interest in stylistic features of figurative and idiomatic language, I will offer an original and not earlier in this setting conducted research into the field of literary and stylistic studies with regard to Aboriginal literature. With this research my aim will also be to encourage others to investigate the use and application of stylistics in Aboriginal literature in relation to Aboriginal culture and to cultivate and advance the cooperation between literary, linguistic and anthropological fields of studies. Having said this, it is my aim to conduct an original study where I will investigate three different genres of Aboriginal literature and offer comparisons between the contents and the use of features in the three narratives.


First of all, I will carry out a stylistic analysis of the different narratives separately. I will analyze the story “Thukeri,” a dreaming story. Then, I will examine the poem “We are going”, which was written by Aboriginal writer Oodgeroo Noonuccal who is also known as Kath Walker. Lastly, I will study a scene from the play Kullark which was written by Aboriginal playwright Jack Davis. The first text is a dreaming story which has been known to the Ngarrindjerri people and has for many centuries orally been passed on from generation to generation. The other two texts are more recent texts; they have been written in the twentieth century and can be placed in a more modern setting of Aboriginal oral literature.  After the stylistic analysis I will offer an anthropological discussion of Aboriginal society in relation to the results obtained from the stylistic study. I have chosen to incorporate this anthropological discussion because as literary texts often deal with people and their societies, the anthropological approach to my study will facilitate the process of literary interpretation. In this way, the anthropological approach will form a bridge between literary and linguistic aspects, i.e., stylistics on the one hand and Aboriginal socio-cultural perspectives on the other. Having said this, I would like to add that as I have chosen for a multiple approach to address aspects of Aboriginal literature and culture, this study will offer insights into many academic fields and, in particular, to literary, sociolinguistic and anthropological studies. More precisely, I want to answer the questions of what status and level of significance are attributed to the meaning of these stylistic functions and how possible variations and similarities within Aboriginal society and culture become apparent by the implementation of these functions. All in all, to conclude my findings, I will answer the following research question: In what way does literature reflect aspects of Aboriginal culture and how does the stylistic approach help to define this cultural aspect?
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2. History of the Aborigines
In order to conduct a study on the intertwined relations and interactions between Aboriginal literature and culture, it is essential that general comprehension of “the existential conditions of Aborigines…their historicity [and their culture] are taken into account, before… [proceeding] to examine [Aboriginal] texts and their presentation” (Narogin 3). Thus, in order to facilitate the process of literary interpretation, it is advisable to study Aboriginal history and culture beforehand. In this chapter I will therefore briefly be concerned with the most important elements of Aboriginal history and culture and I will now discuss the exploration and colonization of the Australian continent and consider the role of Indigenous Australians
 in this situation. 




Before the first European settlers set foot on the Australian continent, “which was then known to them as Terra Australis Incognita, an ‘unknown southern land,’ or ‘the Great South Land,’ the Aboriginal people had been living on the Australian continent for thousands of years” (Ronowicz and Yallop 80-81). According to the Department of Foreign Affairs, the heydays of European explorations to the Australian continent took place from the seventeenth to the nineteenth century. Yet, “it was in 1770 that the Englishman, Captain Cook, extended a scientific voyage to the South Pacific in order to further chart the east coast of Australia and claim it for the British Crown” (Australia in brief, par. 3). With the annexation of Australia, “the British decided to establish a convict colony at Port Jackson, which is presently known as Sydney harbor. This is where Australia’s first convicts and other settlers arrived on the 26th of January 1788” (Ronowicz and Yallop 82; Chandler 180). From this point onwards, the British subsequently continued to colonize the rest of the (inland) Australian territory to advance their settlement process while the Australian population gradually increased with the immigration of European settlers (Ronowicz and Yallop 82-83). The Department of Foreign Affairs explains that Australia became even more attractive when “[t]he wool industry and the gold rushes of the 1850s provided an impetus for increasing numbers of free settlers to come to Australia” (Australia in brief, pars. 5-6). In the meantime, tensions between the colonizers and the natives were also rising. The Department of Environment states
: 



[Even though] initially relations between the explorers and the Aboriginal inhabitants 
were generally hospitable and based on understanding the terms of trading for food, 
water, axes, cloth and artifacts, they became hostile as Aborigines realized that the 
land and resources upon which they depended and the order of their [lives] were 
seriously disrupted by the on-going presence of the colonizers. (par. 10)


Aboriginal people came to realize that the settlers did not care for their way of life; moreover, they did “not understand their attachment to the land” and the cultural traditions they practiced on it (Riemenschneider and Davis 10).  Since the Aboriginal people had no “political structure” which proved them to be the rightful owners of the land they were living on, the British could easily claim the land as theirs (Australian Explorer, par 4). On the website of the Department of Environment it is mentioned that there were some settlers who purchased land from the Aboriginal people by means of contracts. 


However[t]he question of landownership by Indigenous people was not dealt with by     
the colonizers until the mid-1830s. When treaties and other arrangements between free  
settlers and Indigenous inhabitants were being established, the NSW (New South 
Wales) Governor, Sir Richard Bourke issued a proclamation which stated that the land 
belonged to no-one prior to the British crown taking possession. (pars. 14-15) 


The initiation of this proclamation was a major setback for the Aboriginal people who had to accept that the occupation and robbing of their territories was considered a legitimate business. Another form which fastened the destruction of Aborigines’ lives was the transfer of “European diseases which, in severe cases, led to deaths of many Aborigines. [Moreover], the introduction of feral and domestic animals led to the destruction of [Aborigines’] natural habitat” (Australian Explorer, par 4). Moreover, on the website of Crystalinks it is stated that if there was no occurrence of massacre by the use of armor, the colonizers also succeeded in diminishing the number of Aborigine people by indirectly “destroying their traditional food sources.” This evidently resulted in the “starvation” and sometimes even “death of Aboriginal people” and had an enormous impact on the decline of the Indigenous population (pars. 15-22). While for some Aboriginal people it was still possible to live on their land, the majority was forced to move from their living territories. The Reconciliation Action Network sheds light on the severe Aboriginal situation by claiming that many Aborigines were placed in reservations, but that “by the 1900s many of them were employed as stockman and workers on local farms and that over time Aboriginal workers began to increase their fight for pay and conditions” (Land Rights Fact Sheet, pars. 12-13). Though it may seem that the Aboriginal people were indeed acquiring some rights at that time, the happenings that took place in the twentieth century show that there was an apparent discriminatory government policy against the Aboriginal people. As many Aboriginal people were fighting against the government to demand the return of their properties, tensions between the opposing groups were vividly present at that time. As the Reconciliation Action Network explains: 



More broadly from the late 1950s there was a new wave of Aboriginal protest and 
with the introduction of the Native Title Act it was made possible for many 
Indigenous people to make claims over their traditional lands proved on the basis that 
the Aborigines had a system of ownership and management of land which existed 
before the British arrived, and which still continues today. (Land Rights Fact Sheet, 
pars. 22-26) 



   

Though there has been much progress, the territory struggle still carries on and does not go without heavy debate among the participating groups. On the website of Eniar, it is stated that during the struggle for land rights, indigenous people were also struggling with “acts of violence, discrimination and abuse” (pars. 4-8). As I mentioned earlier, the discriminatory pattern of the former colonizers became extremely apparent in the twentieth century. According to the Reconciliation Network Act, this was the result of the government’s introduction of a “policy of assimilation and integration,” which was enacted to help the integration of Aborigines into the civilized, Australian society (History Fact Sheet, par 28; Australian Explorer, pars. 6-8). Subsequently, the Reconciliation Action Network observes that this policy was taken a step further with the abduction of Aboriginal children, “who are currently referred to as the stolen generation and who were taken away from their homes and placed into the care of white families, institutions or missionaries.” In this way, the authority meant to turn them into civilized, inhabitants, just like the white Australian citizen. Until this day there are still many Aborigines who are unaware of their descent. Coming from a society which has been oppressed for many years it is not surprising that many Aborigines have asked for compensation (Stolen Generations Fact Sheet, pars. 1-7; 13-18). According to the Reconciliation Action Network: 





It was not until February 2008 that the new Prime Minister Kevin Rudd issued an 
official apology to the Stolen Generations on behalf of the Government. During the 
apology the Prime Minister ruled out financial compensation for the Stolen 
Generations, but confirmed the Government’s commitment to focus on closing the 
gap. (Stolen Generations Fact Sheet, pars. 18-26) 




The Reconciliation Action Network mentions that while there have been tremendous improvements since the colonizing period, “indigenous people today are [still] the most disadvantaged group of people in Australia on indicators such as health, housing, education and employment” (About Indigenous Australia, pars. 11-12). However, there has also been attention for the positive sides of Aboriginal life and culture where, according to the Australian Museum website, the object of many Aborigines today is to revive the interest in Aboriginal culture and society among the younger Aboriginal people and Australians (Stories of the Dreaming, pars. 6-16).
3. Aboriginal literature – a theoretical background


         

3.1 Aboriginal literature – its origins 
As mentioned in the introduction, Aboriginal literature originally descended from the oral tradition and transmission of storytelling. It holds an important position in the lives of many Aboriginal people and therefore, the elders of the Aboriginal communities find it important to pass on this knowledge to younger people, especially children, through this storytelling tradition. Though many stories have been lost in the past, as I mentioned earlier, the indigenous people nowadays raise awareness regarding the preservation of their cultural heritage. There are many Aboriginal stories throughout Australia, where different stories are known to different communities and regions. The most known stories are the Stories of the Dreaming, which tell about a particular Aboriginal community’s ancestral being, history and the making of its people.  








Because the ‘Stories of the Dreaming,’ have been handed down through the 
generations, they are not ‘owned’ by individuals. They belong to a group or nation, 
and the storytellers of that nation are carrying out an obligation to pass the stories 
along. The Elders of a nation might appoint a particularly skillful and knowledgeable 
storyteller as ‘custodian’ of the stories of that people. (Australian Museum: Stories of 
the Dreaming, pars. 6-7)






      Moreover, I have come to realize that many of these stories often address moral and ethical themes and situations in life. These moral lessons contain general notions of warning the bad to lead better lives and encouraging the good to hold on to their virtues. Because of this, stories are important for younger generations to instruct them how to live better lives and to enrich people’s knowledge on aspects important to Aboriginal life. More specifically, according to the Australian Museum website, Aboriginal dreamtime stories, myths and legends are told to educate the people, and especially the younger generations, about their community and their people’s history.







 [The telling of these stories] teaches the children how they should behave and why, 
and to pass on knowledge about everyday life such as how and when to find certain 
foods, and to explain people’s spirituality, heritage and laws and to pass on 
information to young people about creation, how the land was formed and populated, 
and to inform 
on the creation of plants, animals, humans and their ancestral beings. 
(Indigenous Australia, pars. 8-10)





        Focusing on the present situation of Aboriginal stories, it is apparent that the Aboriginal community has not only expanded and changed its literary tradition from oral to written literature such as novels, autobiographies, histories, poems, songs and plays, but also to theater performances and art and media forms such as documentaries and film (Australian Museum: Indigenous Australia, pars. 13-14). According to Goodwin and Lawson, in the middle of the 20th century there were more and more Aboriginal people who needed to express their knowledge of the cultural heritage and the oppression of their people through writing. As “Aboriginal writers began to secure publication of their works in English, it was not until the 1960s that Aboriginal works in English appeared in any numbers.” Though English or Aboriginal-English, which developed itself in the nineteenth and twentieth century, was mostly considered as a second language to Aboriginal people, it was necessary for Aboriginal authors to write in English if they wanted to reach a white audience. Writing in English made many Aboriginal authors belief that they could transfer their feelings to a greater, mostly white public (75-77). This is why Narogin mentions that “Aboriginal literature begins as a cry from the heart directed at the white man. It is a cry for justice and for a better deal, a cry for understanding and an asking to be understood.” Though it may seem that only Aboriginal people have written about this “justice and understanding,” Aboriginal literature is not per definition defined by Aboriginal people. It is not only written and criticized by Aboriginal people themselves but also by white people who show a deep interest in the Aboriginal people and their culture (1-2). 







Both white and black writers have written of the Aboriginal predicament and this has 
resulted in strong literature which is ever growing. [However], it may be said that over 
the last decades conditions have improved and with this improvement Aboriginal 
literature has begun to turn towards cultural and self-introspection. As guilt and blame 
are not enough for the continuation of a literature, histories from an Aboriginal 
viewpoint are being constructed.  (Narogin 1-2) 



             What Narogin seems to say here is though it may seem that many Aboriginal writers have only devoted themselves to express themes that deal with Aboriginal issues such as assimilation, activism, racism and oppression, there are also writers who have devoted themselves to express the wonderful things of Aboriginal culture and society such as its historical (dream time) stories, cultural traditions and ceremonies; and those who write about themes which are not directly connected to Aboriginal elements at all. 


    
To study Aboriginal literature, I find it important to examine as many different genres of this literature as possible. This will attribute to a more general understanding of the variety of styles and contents which are present in Aboriginal literature. This is why I have chosen to analyze three texts from different genres:  “Thukeri,” a dreaming story; “We are going,” a poem; and Kullark, a play.  Though only the first narrative is part of an Aboriginal-based genre, it is important to analyze different genres, be they genres from Aboriginal or European origin, as they obtain different varieties of stylistic features which will offer more insights into Aboriginal literature as a whole. Each one of these stories has a different content, theme, origin, cultural heritage and is written from a different view or perspective. I will now continue to discuss these aspects in the following three paragraphs.
3.2 “Thukeri”: a dreaming story of the Ngarrindjerri people

The Australian Museum notes that “Thukeri” is a dreamtime story of the Ngarrindjerri people who live in the southeastern part of Australia. “In this story from the Lower River Murray of South Australia, two fishermen [who belong to the Ngarrindjerri people] are delighted with their huge catch of fish. The trouble begins when they refuse to share it. [Therefore this Thukeri story] is a cautionary tale… about greed” (Thukeri, pars. 1-2). On the site of the Australian Museum there is a transcript version as well as a narrated film version of the story. The script version is composed by Lela Rankin, whereas the film-version of the story is narrated by Kevin Smith in cooperation with Veena Gollan. She, in an additional explanatory film, provides us with information of the story’s origins and the geographical area where the account took place. Veena Gollan knows much about the story’s background because she is a member of the Ngarrindjerri people:








 This is one of the reasons why] she is actively [engaged] in keeping alive the 
Dreaming stories of the Ngarrindjerri people of Lake Alexandrina, South Australia. [In 
the explanatory movie] Gollan gives background information on the Thukeri story and 
outlines the importance of teaching the stories in schools. (Thukeri story explanation, 
pars. 1-2)








                 As oral literature has always been a part of Aboriginal society, there are storytellers who are actively engaged in the transmission of these stories to younger generations. Veena Gollan, who is a storyteller herself, explains that it is very important for Aboriginal communities to maintain Aboriginal stories and that the Thukeri story is still an important story in Ngarrindjerri culture because “it teaches the young people about respect…greed, and lying. [Furthermore, the story] also teaches about respect for your spirit ancestors, the creators of the Ngarrindjerri people and Ngarrindjerri lands” (Thukeri story explanation, pars. 1-12).
3.3 “We are going”: a poem, by Oodgeroo Noonuccal (Kath Walker)
The poem “We are going” is written by the author Kath Walker (1920-1993) who is also known under her Aboriginal name Oodgeroo Noonuccal. She belongs to the Aboriginal tribe of the Noonuccal people. As one of the most well-known female Aboriginal writers of the twentieth century, she is still known as one of the most influential Aboriginal writers who has mostly written on Aboriginal injustice, Aboriginality and Aboriginal predicament. She is known as a political activist who stood up for the rights of the Aboriginal people and her community in particular. Moreover, she has always advocated for reconciliation between the white population and Aboriginal people and through her writing she often addressed the need for peace and reconciliation between these groups (Encyclopedia of World Biography, pars. 1-12). 











When in the [second half of] the twentieth century, Aboriginal writers began to 
secure publication of their works in English, Noonuccal started to develop herself as 
a writer and became one of the most prestigious writers of Aboriginal literature. In her
 literature, she discusses the struggle of the Indigenous people for equal rights and 
justice and mostly presents[s] the neglected plight for Aborigines. (Goodwin and 
Lawson 77)









  Thus, with writing on Aborigines’ misfortunes and struggles, Noonuccal seems to encourage a general understanding of Aborigines’ history and dispossession among the public, which is also presented in “We are going,” where Noonuccal discusses the influence of European colonization and settlement on the daily lives of the Aboriginal people. 
3.4 The first scene from act two of the play Kullark, by Jack Davis 
Kullark was written by the Aboriginal playwright Jack Davis (1917-2000) who was a writer of poetry as well as a playwright. He is a well-known author from Aboriginal descent who holds a respected position in Aboriginal literature. [Just as Oodgeroo Noonuccal], Davis was politically engaged and an activist with regard to the Aboriginal struggle (van Straten, par. 1-4). According to Katherine Brisbane, with his plays, Davis was said to seek a way of reconciling between the white Australian population and the Aboriginal people. Thus, with his plays, Davis reflected the tense relations between Australia’s white population and Indigenous people; and additionally, he sought to reconcile these two groups (qtd. in van Straten, par. 1). “While writing on this play, Davis drew on his six decades of life experiences [and] also marked the evolution of Indigenous oral story-telling tradition into a new, written form” (van Straten, par. 2). In Kullark, Jack Davis discusses the lives of three generations of his people, the Noongar people of Western Australia, in three storylines which are intertwined and connected to each other. Kullark thus acts as an historical account of the Noongar people, encompassing Aboriginal history from the earliest time of colonization to the seventies of the twentieth century. Aspects of colonization, oppression, segregation, assimilation and aboriginality are introduced when Davis discusses the clash of generations amongst the Aboriginal people and the difficulties they encounter while living in a white community and dealing with acts of discrimination and segregation. The play knows three storylines which all take place in a different period of time between 1829 and 1979 and are in many ways connected to each other. The first account takes places between 1829 and 1833. This story discusses the Moore native settlement and the first encounter of Aboriginal Noongar people with European settlers. The protagonist of this story is Yagan, a Noongar warrior who is eventually killed by European settlers. The second account takes places in the thirties of the twentieth century and discusses the lives of an Aboriginal Noongar family on the reserve during the assimilation policy. The contemporary story which takes places in the seventies of the twentieth century discusses the life of the descendants from the previous Noongar family storyline while focusing on the Aboriginal situation at that time and portraying the generation clash which exists between father Alec and his son Jamie.

4. Stylistics – background information
As I mentioned before, I will begin with a stylistic analysis of each of the three texts. Thereby, I will examine if each narrative contains particular stylistic language features. During the analysis I will particularly focus on the implementation of figurative language (i.e. figures of thought and figures of speech) and study the implementation of idiomatic language features. As I mentioned in the introduction, I have chosen to study these particular stylistic features for several reasons. First of all, because these stylistic features are interesting features which have not specifically been analyzed yet with regard to Aboriginal literature and therefore it is interesting and original to devote a study to these two particular aspects of stylistics. Furthermore, figurative language features and forms of imagery are often regarded as European literary devices which are applied in western works of literature; therefore, it is interesting to see if the status and significance which this branch of stylistics has acquired in many forms of literature, especially in verse, is also applied in Aboriginal literature. Furthermore, both figurative and idiomatic language features, and thereby lexical items in particular, reflect cultural aspects and therefore address much interesting anthropological details and facts on Aboriginal society and culture itself. The status and implementation of these features is thus very important in the study of Aboriginal culture through literature. With this information I will be able to acquire insight into the lives of the Aboriginal people of Australia with the study of their literature. In the domain of idiomatic language, I will specifically focus on the implementation of lexical items with regard to synonymy, repetition and identity of reference. In addition to the stylistic analysis, I will discuss anthropological issues concerning Aboriginal society and community cultures. Subsequently, I will draw on the acquired anthropological knowledge to discuss the results of the stylistic analysis. As I intend to discover figurative and idiomatic language use where forms of imagery, lexical items and idioms are particularly applied to denote aspects of Aboriginal society and Aboriginal community cultures, the implementation of these concepts will emphasize the significance attributed to the meaning of these concepts to the Aboriginal cultures and societies. The study of Aboriginal communities and traditions will therefore allow me to apply the acquired anthropological knowledge to the interpretation of the stylistic results. 
However, let me first begin by introducing the concept of (literary) stylistics and the stylistic features which I intend to find in the three narratives. Chapman notes that as language is a complex system which exists of several varieties, registers and forms of speech, which are intrinsically connected with a person’s upbringing into a particular society, these different varieties can be referred to as styles. Stylisticians conduct research into the use of styles in different communities, societies and its application to literature in the study called stylistics. Because styles are the product of interaction between people of a certain community who share specific forms of culture, speech, writing and vocabulary, styles are always connected to groups of people, cultures, communities and societies (10-12). The study of stylistics in literature is important because literature and language are reflections of societies and can thus offer more insights into the culture and society of different groups of people. This is exactly why examining stylistics is a helpful resource in the examination of Aboriginal culture. With the stylistic analysis of Aboriginal narratives, I intend to acquire more insight into Aboriginal cultural traditions by investigating the stylistic language features which are applied in the texts. According to Chapman, stylistics is a study which examines all forms of literature: from novels to poems and magazines, discussing prose as well as verse texts. In this study, I will focus on the discussion of the Aboriginal literature of Australia by analyzing texts of which some belong to the traditions of prose and others to verse (13-14). 


[Literature shows many characteristic styles of language which] “can be 


distinguished by what can be prescribed overall as pattern. The [narratives] 

will show selection and arrangement of items that contribute to the total effect; 
elements that would be absent or incidental in other styles are important for the 
fulfillment of purpose. Poetry shows such patterning devices as metre, rhyme, 
assonance, alliteration; prose may contain similar devices, less regularly arranged. 
(Chapman 13-14). 


    





     As I am analyzing prose as well as texts which belong to the verse tradition, I intend to find different styles, forms of language and literary devices which are applied in the narratives. Because I will study three narratives that belong to different genres and where two of them are categorized in the literary department of prose, I will probably find a variety of stylistic features. The stylistic study will be a twofold study of features of figurative language and idiomatic language, which I will discuss in the following paragraphs. 


Figurative language or rhetorical devices are forms of language which have a figurative meaning. A figurative meaning changes the meaning of a combination of words which ultimately results in the alteration of a sentence or sequence of words, adding new possible meanings to the literal meaning. A figurative meaning is an addition to the literal meaning and can after transformation, for example, have acquired a metaphorical connotation with a sarcastic or ironic tone. As sequences of particular words are formed they will automatically be formed to denote a certain figurative expression. As defined by Katie Wales,  “[a] figure of speech is popularly associated with such expressive devices of language as metaphor and simile, by which images are evoked through comparison of one ‘object’ with another” (176). According to Abrams and Harpham, figurative language is very prominent in particular genres of literature, especially in poetry. However, “forms of figurative language are [also] integral to the functioning of language and indispensable to all modes of discourse” (118). Though I will study and discuss all forms of figurative language that occur in the narratives, it ought to be emphasized that figurative language is divided into two disciplines: figures of thought (tropes) and figures of speech (rhetorical figures). 



[The former are] conversions in which words or phrases are used in a way that effects 
a conspicuous change in what we take to be their standard meaning. Subsequently, 
figures of speech, or rhetorical figures, are forms of figurative language “in which the 
departure from standard usage is not primarily in the meaning of words, but in the 
order or syntactical pattern of the words.  (Abrams and Harpham 119)
      According to Abrams and Harpham, rhetorical figures or figures of speech should not to be confused with figures of thought (tropes) because rhetorical figures are characterized “mainly by the arrangement of their words to achieve special effects, and not, by a radical change in the meaning of the words themselves” (Abrams and Harpham 313). Some examples of literary devices are: metaphors, similes, hyperbole, irony, alliteration, paradox, metonymy, onomatopoeia and many more. I will discuss some of these devices in more detail during the stylistic analysis of the narratives. Though the previously mentioned devices are commonly applied devices, metaphors and similes which belong to the tradition of figures of thought (tropes) are frequently used literary devices in verse texts. This is why I will pay some more attention to these devices here.  According to Abrams and Harpham, in the case of metaphors [and often also similes], there is always a distinction between “the tenor (the subject) and the vehicle (the metaphorical term itself),” as in the following examples (Abrams and Harpham 119). 

(1). “Eye, Gazelle, delicate wanderer, 

Drinker of horizon’s fluid line.”
“The Eye is the tenor and the three vehicles are: Gazelle, wanderer and drinker” (Abrams and Harpham 119).
The next example is a commonly known simile.

(2) A face as white as snow

This second example is a well-known simile, where a face (which is extremely white or pale) is compared to the whiteness of snow. The face acts as a tenor and snow as the vehicle (the figurative image). This is a clear example of a simile because “in a simile, a comparison between two distinctly different things is explicitly indicated by the word ‘like’ or ‘as’ ” (Abrams and Harpham 119). 






  

Furthermore, with this study, I will also pay attention to idiomatic language use by examining the occurrence of idioms. According to Katie Wales, “in linguistics, idioms most usually denote phrases or strings of words which are idiosyncratic (idiomatic) in that they are language-specific, not easily translated into another language and in that their meaning is not easily determined from the meanings of their constitutive parts. They are commonly metaphorical”(231).  The combination of words makes an idiom into an idiomatic expression with a metaphorical meaning. “[They] are expressions for which a literal interpretation does not yield the correct meaning of the idiomatic expression. The classic example is the idiom kick the bucket in” (Schenk, 2). In the sentence, “Pete kicked the bucket,” this idiomatic expression is not to be taken literally because in “the ‘idiomatic reading’ the meaning is that Pete died” (Schenk, 3). Thus it is the combination of words in a sentence which makes this sentence an idiomatic expression with a figurative meaning. Schenk concludes that, “[i]t is impossible to derive the meaning of the idiom kick the bucket from the literal meanings of the individual words of the idiom, i.e. kick, the and bucket, or from the way they are combined, so, in contrast to literal expressions, idioms are non-compositional”(3). Thus, examining the words separately would not suggest what it is, the writer or speaker of these words is trying to express. Proverbs are also particular forms of idiomatic expressions. “Proverbs and idioms, however, also have the property that a literal reading is available…[but]these expressions in context do not have the proverbial or idiomatic interpretation  and a literal interpretation at the same time” (Schenk 4).  Apart from these idiomatic expressions, I will specifically focus on the implementation of lexical items or features, which can either have a literal or idiomatic meaning. Michael Halliday is a British linguist and grammarian who is Emeritus professor of linguistics at Sydney University. In An Introduction to Functional Grammar he discusses the concept of cohesion by lexical items in relation to synonymy, repetition and (identity of) reference. According to Halliday these concepts are factors which all contribute to a form of lexical cohesion and “there are four ways by which cohesion is created in English: by reference, ellipsis, conjunction, and lexical organization” (308-314; 330-333). In this study, I will mostly be concerned with the discussion of the former and latter factors and, in more detail, discuss the last factor in which the occurrence and structure of lexical items play an important role in the formation of lexical cohesion. Halliday notes that: 


lexical cohesion comes about through the selection of items that are related in some 
way to those that have gone before… and are established when there is a form of 
continuity in a text by the choice of words. This may take the form of word repetition; 
or the choice of a word that is related in some way to the previous one – either 
semantically, such as that the two words are in the broadest sense 
synonymous, or 
collocationally, such as that the two have more than ordinary tendency to co-occur” 
(310; 330).  






  



Thus the combination and reference of lexical items to other items is remarkably important in the formation of lexical cohesion. These words, according to Halliday are also known as lexical items which can stand separately or might occur in a sequence of words, in an expression or a full sentence (311). First of all, Halliday mentions that repetition of lexical items contributes to a form of coherence and that this is often exemplified by the occurrence of synonymy. The same lexical item(s) in a text can be repeated for aesthetic or semantic purposes by basic repetition of the lexical item(s); however, they can also re-occur in the appearance of synonyms which refer to (an) earlier mentioned item(s).  These synonyms do not necessarily have to be a precise synonym of an earlier mentioned item; they can also be strongly related or have connections to the lexical items and therefore often co-occur in the same sentence or discourse as the particular lexical item (310-311; 330-333). 

 
 In addition, Halliday explains his theory of identity of reference in relation to synonyms and hierarchical orders of lexical items and synonyms. There is either the case where identity of reference does and there where it does not play such an important role in the discourse of lexical cohesion. Identity of reference is the case “in which a range of potentially cohesive items includes synonyms of the same or some higher level of generality: synonyms in the narrower sense, and superordinates” (Halliday 331). Thus, this is the case where lexical items or items which are synonymous are ordered in a hierarchical construction. In this construction Halliday places some “synonyms at a higher level of generality than others.” There where the synonym is the most general notion of all items concerned, it is considered to be “the most superordinate concept” in the hierarchical construction. [An example of this can be the relations between the following items: the synonym they or animals would be at a higher level of generality than the items mammal or monkey]. This hierarchic construction creates cohesion because of the relations that exist between the words (331). In addition, there is also the case in which identity of reference does not play such an important role. In this case, “the occurrence of a synonym even where there is no particular referential relation is still cohesive; for example: hedge and bush. In this type of cohesion we find other semantic relationships, particular variations of hyponymy and meronymy,” [which I will discuss in more detail in the stylistic analyses of the narratives] (Halliday 331-332).  


In short, for the purpose of this study, I will thus take a closer look at the stylistic aspects of synonymy, repetition and identity of reference in relation to lexical items. Thus, it becomes clear that in his book Halliday emphasizes the importance of lexical items, repetition and synonymy in relation to lexical cohesion [and thus act as stylistic features pertaining to idiomatic language use]. With these concepts, “the lexical choices made in [a (literary) text] or ascribed to a character in fiction serve as clear markers of the imagined speaker’s perspective, opinions, and identity and can reveal very subtle differences between characters’ styles of speaking and thinking,” and thus also between different societies and cultures (Stockwell 751). In this way, the study of stylistics aims to shed light on how varieties of discourse and literary language are applied and function in narratives of Aboriginal communities in Australia.
5. Aboriginal literature – a stylistic and anthropological analysis

Transcript of “Thukeri”
The two men set off in their bark canoe to go fishing on the lake. They travelled along on the calm, cool waters until they came to their favorite fishing place, called Loveday Bay, where they always caught the best and most delicious bream fish. In their language, this fish is called Thukeri.

They found a good sheltered spot among some high reeds. They had made their own fishing lines, called nungi, from cords they had made from the reeds. They used very sharp bird bones for hooks.

They knew the women were collecting vegetable plants to eat with the fish.

As the day went on the two men sat there catching more and more fat, juicy Thukeri. They were having such a wonderful day catching so many fish and wanted to keep catching more and more, but the canoe was almost full and looked like it would sink.

As they paddled in closer to shore, they could see a stranger in the distance. He seemed to be walking straight towards them. The two men looked at each other; what if this stranger wanted some of their beautiful, juicy Thukeri?

They were greedy and decided not to share with the stranger. They decided to keep all the fat, lovely Silver Bream for themselves and quickly covered the fish up with their woven mats so that the stranger would not see them. When the stranger came up to the two men he said, 'Hello, brothers. I haven't eaten anything at all today. Could you spare me a couple of fish?' The two men looked at each other and at the mats hiding the Thukeri. They turned to the stranger and one of them said,
 

They turned to the stranger and one of them said, I'm sorry, friend, but we caught only a few fish today and we have to take them home for our wives and children and the old people, because they are depending on us. So, you see, we can't give you any.'

The stranger stood there for a long while and then started to walk away. He stopped, turned around and stared at them. 'You lied,' he said. 'I know that you have plenty of fish in your canoe. Because you are so greedy, you will never be able to enjoy those Thukeri ever again.'

The two men stood there, puzzled, as the stranger walked away into the sunset. They shrugged their shoulders, then quickly took off the mats and began to gut the fish. But as they did this, they found that these beautiful silver Thukeri were so full of sharp, thin bones that they couldn't eat them.

'What are we going to do? We can't take these home to our families, they'll choke on them.' So the two men had to return home in shame with only the bony fish. When they got home, they told their families what had happened. 


The old people told them that the stranger was really the Great Spirit called Ngurunderi. Now all the Ngarrindjerri people would be punished for ever, because the two men were so greedy.

And so today, whenever people catch a bony bream, they are reminded of long ago, when Ngurunderi taught them a lesson.

5.1   Stylistic analysis of “Thukeri”
First of all, I will analyze the “Thukeri” story by commenting on the implementation of stylistic functions in the text. Additionally, I will address aspects pertaining to Ngarrindjerri culture and, at last, eventually establish connections and correlations between these stylistic functions and cultural items presented in the text.  If we take a closer look at the text, it is noticeable that forms of imagery, idiomatic and collocate expressions are barely or not excessively present and interesting enough to be worth mentioning. Instead, what is more interesting are cases of repetition and synonymy of certain lexical items. What seems to be striking in this narrative is the repetition of the animate word fish. Occasionally the lexical item fish is also referred to as bream fish or as the Ngarrindjerri people call it: thukeri. Most of the phrases which contain the word fish refer to the action of catching fish. There is an excessively present occurrence of the notion fish in the “Thukeri” story. Many lexical items or combination of words contain the words fish, bream fish or thukeri in them. It thus seems likely that the Ngarrindjerri community is dependent on fishing to anticipate in the nourishment of their people. However, most striking is the occurrence of synonymy and repetition pertaining to these lexical items. As I mentioned in the stylistics section, the occurrence of synonymy, repetition and identity of reference, according to Halliday, seem to indicate a form of lexical cohesion. Based on Halliday’s theories, I will take a closer look at the stylistic aspects of synonymy and repetition, which play an important role in the analysis of the text.  The synonyms that occur in this text are also forms of lexical items which support Halliday’s idea of lexical cohesion. If we take a closer look at the application of the lexical item fish, it is apparent that there are several cases in the text which also refer to the notion of fish. This notion is also presented and referred to as the best and most delicious bream fish/ fat juicy Thukeri/ beautiful juicy Thukeri/ fat, lovely Silver Bream/ or beautiful silver Thukeri in lines nine, thirteen, eighteen, nineteen/twenty and thirty-two, respectively. As these items are related to one another other and have correlations with the notion of fish, a form of lexical cohesion is established and, therefore, it seems likely that they function as synonymic lexical items for the notion and lexical item fish. Additionally, the aspect of repetition is also present in the text whereby the concepts of synonymy (as mentioned above) and repetition are intertwined with each other. The lexical noun item fish is not only repeated several times, but it is also present as a gerund (ing-form) where it is applied as a gerund adjective (fishing place/fishing lines) or as a verb. Furthermore, the variety of synonyms (as illustrated above) and the repetition of these varieties all contribute to a strong formation of lexical items; these are items which are strongly related to each other and where the strong formation thus result in lexical cohesion. 








Additionally, the synonyms also show to have an order of significance in meaning and application. This is the hierarchical order or the concept of higher level of generality where Halliday speaks of and which I discussed in the chapter on stylistics. This construction denotes a state in which lexical items (including synonyms) are hierarchically ordered and where synonymic relations between lexical items are formed (331-332). With Halliday’s concept, the hierarchical construction would look like the following: thukeri, bream fish/silver bream, and fish/fishing, respectively. Thus, according to Halliday’s ideas, fish would be the most general notion or lexical item in the concept, thus the “superordinate concept,” as Halliday would refer to it, would be the lexical item fish. The “subordinate notions or items” would be everything that relates to the notion of fish/fishing and which is either classified as a synonym or idea that is related to the meaning of the previously mentioned lexical item. The items thukeri, bream fish and silver bream would be “subordinate concepts” according to Halliday’s theory on “level of generality and superiority” (331-332). However, as Halliday is speaking of “levels of generality,” my specific interest lies in the importance of meanings of lexical items and therefore I consider the lexical item fish/fishing, in this case, to be at a “superordinate level” when pertaining to semantics and the status attached to the semantics of these lexical items (331-332).  When looking at the image here below, Halliday’s theory is evidently expressed. The greater the idea or notion of the lexical item, the larger the square is which represents this notion, and vice versa. However, I have a different interpretation of the hierarchical concept and the image which represents this notion. In the case of the lexical item fish, my interpretation of this hierarchic concept would, just as Halliday would have interpreted it, look like the following:

However, in this case, the level of importance is divided into different hierarchical stages where it begins at the lowest level of superiority, the lexical item fish, and then moves to bream fish/silver bream and eventually achieves the highest status with the lexical item thukeri. Though there might be other concepts of ordering the lexical items, such a Halliday’s theory on generality, I have chosen to display it in this manner. It is my own interpretation of how the Ngarrindjerri people would order this hierarchical model of lexical items according to their culture and the status they might attribute to the meaning which these items denote. Although the lexical item fish mostly occurs in the text, I disagree that it should be at the highest level of superiority in the hierarchic model; on the contrary, it should rather represent the lowest level of superiority in this model. If you consider that the Ngarrindjerri people are part of the linguistic language group of Ngarrindjerri speakers, it would be more likely for them to refer to bream fish or silver bream as thukeri instead of using the English lexical/terminology for this animate object. The Ngarrindjerri language would be more significant and important for them to use than the English language, and thus it would be more likely to place the lexical item thukeri at a superordinate position in the hierarchic concept. Furthermore, bream fish and silver bream are much broader terms than the term thukeri to describe the notion of fish and in the beginning of the story it seems that the item fish is introduced as a distant notion. When reading on, terms such as thukeri and bream fish are introduced and seem to replace the general word fish. This seems to indicate that through the story a hierarchic pattern of the notion of fish is applied, where fish seems to be the broadest and less interesting form compared to the lexical items thukeri, bream fish and silver bream. The lexical item fish is used to describe the notion of this animate object and is therefore the broadest term in this context. Therefore, I will assume that the lexical item thukeri is the superordinate item my hierarchic model.




Moreover, other interesting features in the analysis of the text are the applications of adjectives which precede the aforementioned lexical items. In this case, the notion of fish seems to be important in this story since it contains praiseworthy adjectives preceding the lexical items thukeri, bream fish, silver bream and fish. In many cases these lexical items are preceded by adjectives as, delicious, fat, juicy, beautiful and lovely. Therefore, the occurrence of these praiseworthy adjectives suggests a level of importance or status attributed to the notion of fish in Ngarrindjerri culture. 







Lastly, the most striking feature of language use in the story is the implementation of lexical items which are illustrated in Ngarrindjerri language. The implementation of these lexical items is an interesting case as it shows that certain concepts or notions are presumably interesting enough to be mentioned or expressed in Ngarrindjerri language. As to be seen below, there are five interesting examples of these important lexical items in the narrative. 
(1) Loveday Bay (bay at Alexandrina lake)

(2)  Thukeri (bream fish)

(3) Nungi (fishing lines from cords which are made of reeds)

(4) Ngurunderi (the great spirit of the Ngarrindjerri people)

(5) Great Spirit (The most important spirit in the Ngarrindjerri community)
All these lexical items express aspects present in Ngarrindjerri society and culture. However, a distinction should be made between the items one and five which are written in Ngarrindjerri, and the English items two, three and four. I will now continue with an anthropological discussion of these lexical items and other stylistic functions in relation to Ngarrindjerri culture. Hereby, I will focus on the relation between stylistic functions in the ‘Thukeri’ narrative and cultural aspects known to the Ngarrindjerri people.

5.2 Anthropological analysis of “Thukeri”
A River and its People

To discover the status attributed to the lexical items of the narrative, we must first examine the society, culture and traditions of the Ngarrindjerri people and analyze their culture in relation to the narrative. I will, therefore, firstly discuss the geographical area and tribal territory of the Ngarrindjerri people in relation to the story. The Ngarrindjerri people are divided into several clans and live in the area between Melbourne and Adelaide, in the vicinity of the “Lower River Murray and [its surrounding] lakes and the Coorong region (Lake Alexandrina and The Coorong region,” [which is to be seen in above presented image: A river and its people] (SA Museum, screen. 1). From the mentioning of several geographical characteristics (i.e. river and place names), it is possible to locate the place where the “Thukeri” story must have taken place. Loveday Bay, which is mentioned in the story as the favorite fishing place of the two Aboriginal men, is the scene where the story takes place. Presently Loveday Bay exists under the same name and is situated in Ngarrindjerri territory on the shore of Lake Alexandrina. According to Sundew, an Aboriginal person who lives in the Ngarrindjerri territory, “the first peoples know this curve of delta-lake as ‘Ngiakkung’: bend in the arm of ‘Ruwi’: living body of lands and waters.  Creation story records that Ngiakkung is a lore/law-place [and it is here that] Great Ancestor Ngurunderi taught the Ngarrindjerri to share” (pars. 1-11). Moreover, this place knows a great history which has been shaped by the arrival of British settlers, and its history has also been of great importance to the formation of the name Loveday Bay. 




“The name [Loveday Bay] relates back to the times of occupation by the British 
colonizers [where] British Occupiers buried that history under their name: 

‘Loveday Bay’ which derived from the Old English ‘leofdæg,’ the day on 

which 
enemies met to settle disputes. Children born at this auspicious time 

were called Loveday. It’s likely that this ‘leof’ was actually ‘lof,’ meaning 

promise, praise or approval. With the Norman Conquest, days of reconciliation 

disappeared, but Loveday became a family name. (Sundew, pars. 1-11)

   Thus, this is how the geographical name of Loveday Bay has, up until this day, been known to the Ngarrindjerri people. Furthermore, the mentioning of the Ngarrindjerri living territory and the occurrence of particular idioms in Ngarrindjerri language (i.e. lexical items) in the narrative enable us to learn more about the Ngarrindjerri culture and lifestyle. “The environment [of the Ngarrindjerri people] was rich with animals, plants and aquatic resources and they were consequently less nomadic than Aborigines of the inland. A wide range of material culture items [:] wooden artifacts and basketry in particular, reflected this more sedentary lifestyle” (SA Museum, screen.1). This information suggests that the Ngarrindjerri people have mostly stayed in one place, in the vicinity of waterways and fertile grounds. Knowing this, they might also have had different means of providing in their livelihood and nutrition compared to other tribes. Knowledge of geographical vicinity of waterways and the illustration of the fishing account in the story, confirms the idea that the Ngarrindjerri people must at least have participated in fishing to suffice in their livelihood. The SA Museum confirms this idea when stating that “they… fished in the rivers, lakes and sea and they caught a variety of fresh-and salt-water fish by using [tools such as], nets, spears and traps” (screen. 4). The nungi fishing lines which the two men from the “Thukeri” story make out of reeds is not something I have found back in literature on the Ngarrindjerri people. However, it is still very likely that nungi where indeed used by the Ngarrindjerri people to catch fish as there is proof that fishing nets were indeed made of extracts from plants, “stems of sedges or from string made of bulrush-root fiber” (SA Museum, screen. 4). 




Next to this, the SA Museum and Massola claim that the Ngarrindjerri also collect their food from the nature around them and they also go hunting for animals. Apparent here is the clear division of tasks between men, women and children. While “the women and children collected food such as mussels, crayfish, eggs, bulrush roots and larvae, the men went hunting for larger prays such as water birds, kangaroos, emus, ducks and, most importantly here, different types of fish (screen 2; 106-113). I will now also shed some light on religious aspects pertaining to Ngarrindjerri culture in the narrative. As all the Aboriginal communities believed in the making of their lands by particular ancestors who are the makers and protectors of a community’s laws and traditions and are often referred to as Dreaming Ancestors, so did the Ngarrindjerri people believe in their making by their ancestor, Ngurunderi (SA Museum, screen 1). In the “Thukeri” story, Ngurunderi is disguised in the appearance of an Aboriginal man. Here, he plays the role of the stranger who is excluded from the fish sharing by the two Aboriginal fishermen. Ngurunderi’s role in the story is quite interesting. As creator, protector and educator of the Ngarrindjerri people, it is his task to educate his people and support them in doing good deeds and being good people. Ngurunderi therefore stands for the protector and executor of ethical decisions and the upholder of good virtues and morals. For being ungenerous to the stranger, Ngurunderi punishes the two fishermen as well as their families. As told in the story: “they will never enjoy the taste of Thukeri ever again as their fish turn into skeletons.” The importance of this story is that it gives a glimpse of the lives of the Ngarrindjerri people by providing an impression of how they might have lived. Thus, it is clear that the Thukeri story demonstrates the importance of education to the younger generations, and this is exactly why it is so important to maintain these and preserve these (oral dreaming) stories for future generations.
Transcript of “We are going” 
They came in to the little town 
A semi-naked band subdued and silent 
All that remained of their tribe. 
They came here to the place of their old bora ground 
Where now the many white men hurry about like ants. 
Notice of the estate agent reads: 'Rubbish May Be Tipped Here'. 
Now it half covers the traces of the old bora ring. 
'We are as strangers here now, but the white tribe are the strangers. 
We belong here, we are of the old ways. 
We are the corroboree and the bora ground, 
We are the old ceremonies, the laws of the elders. 
We are the wonder tales of Dream Time, the tribal legends told. 
We are the past, the hunts and the laughing games, the wandering camp fires. 
We are the lightning bolt over Gaphembah Hill 
Quick and terrible, 
And the Thunder after him, that loud fellow. 
We are the quiet daybreak paling the dark lagoon. 
We are the shadow-ghosts creeping back as the camp fires burn low. 
We are nature and the past, all the old ways 
Gone now and scattered. 
The scrubs are gone, the hunting and the laughter. 
The eagle is gone, the emu and the kangaroo are gone from this place. 
The bora ring is gone. 
The corroboree is gone. 
And we are going.
5.3 Stylistic analysis of “We are going”
First of all, I will analyze the poem “We are going” by commenting on the implementation of stylistic functions in the text. Additionally, after I have discussed the stylistic features, I will continue to give an anthropological discussion where I will address aspects pertaining to Aboriginal culture which are present in this poem and eventually establish connections and correlations between these stylistic functions and cultural items presented in the text. I will now continue to discuss the stylistic features which are present in this text. If we take a closer look at the content and the structure of this poem, it is noticeable that there are some distinct features to be found. First of all, there is a frequent occurrence of we which is part of an opposing construction in lines eight to fourteen and seventeen to nineteen of the poem. These are cases of comparisons. We referring to the Aborigines, as opposed to they (lines one and four), referring to the white men (the European settlers and colonizers), is the notion this poem seems to emphasize on. This clearly indicates that Noonuccal has tried to present the invasion and occupation of Aboriginal territory by the white man and taking all that is dear to the Aborigine people and ‘unknown’ to  the Europeans. This contrasting comparison and switching of pronouns is a stylistic feature which Noonuccal has clearly emphasized in her poem. In addition, there are also many features of figurative language to be found in her poem. There are features which consist of comparisons, metaphors, idiomatic expressions and forms of alliteration. However, above all, the comparisons which run through the entire poem are the most interesting features where two related concepts are compared to one another. To facilitate the deciphering of all these elements of composing constructions, I have indicated the concepts of comparison in the examples below.
(1) They/Their tribe.…a semi-naked band subdued and silent
(2) We are the strangers / white tribe are the strangers
(3) We are the corroboree/ We are the bora ground
(4) We are the old ceremonies/…We are the laws of the elders
(5) We are the wonder tales of Dream Time/ We are the tribal legends told
(6) We are the past /We are the hunts/ We are the laughing games/ We are the wandering campfires
(7) We are the (quick and terrible) lightning bolt over Gaphembah Hill
(8) We are the Thunderer after him/We are that loud fellow
(9) We are the quiet daybreak paling the dark lagoon

(10) We are the shadow-ghosts creeping back as the camp fires burn low

(11) We are nature/ We are the past/We are all the (gone and scattered) old ways
The stylistic features of these contrasting compositions of these lines clearly indicates that Noonuccal is trying to express the loss of an Aboriginal tribe’s customs, traditions and territories upon which they practiced these old ways where they made their campfires, played games and told the wonder tales of the dream time. Noonuccal particularly makes analogies by comparing the notion of we which stands for the Aboriginal tribe Noonuccal presents in her poem on the one side, to all what was dear to the Aboriginal tribe before the European invasion and the European settlers (referred to as they) took over. As we is contrasted with the pronoun they, it additionally is also related to everything that is represented around the Aboriginality. The tribe is always compared to aspects, objects and traditions which are part of Aboriginal culture and society and therefore we stands or represents everything that is related to Aboriginality in the poem. It is quite interesting to see how Noonuccal simply switches from one pronoun to the other, realizing that the reader does not need an elaborate discussion of whom she means to denote by these pronouns. This use of pronouns is an aspect which is mentioned by Halliday in An Introduction to Functional Grammar where he discusses the aspect of reference in relation to cohesion. This aspect is constructed by the use of personal reference items such as personals, demonstratives and comparatives which refer (back) to animate and inanimate objects and thereby create a form of cohesion. This form of reference is clearly to be seen in the backwards reference of personals or demonstratives to antecedents or [animate or inanimate meanings of lexical items: e.g. the rabbit that ate all the carrots…he got very sick] (309-313). The personal pronouns we and they, in this case, refer to something which has not been named in the text, namely the Aboriginal people who are invaded upon by the white people, on the one hand, and the colonizers, on the other hand, who are the invaders of the Aborigines’ territory. Noonuccal does, however, mention the white tribe, making it easier for the reader to understand that she is in fact referring to the white colonizers. The way in which Noonuccal  applies these forms if very interesting because, “presented with one of these words, the listener [or reader] has to look elsewhere for its interpretation; and if he [or she] has to look back to something that has been said before, this has the effect of linking the two passages into a coherent unity” (Halliday 312).  With this comparison, Noonuccal draws similarities between the Aboriginal customs and traditions and relates these to the Aboriginal tribe itself, while emphasizing that much of Aboriginal traditions has become lost due to the British colonization.





In addition, Noonuccal has also included one idiomatic expression, namely: “(to) hurry about like ants,” seen in line five, and which (when generally taken into account with a reference to the white men) has acquired a metaphorical meaning. In this expression, a comparison is made between the white men and ants, whereby the combination of the words exults in a figurative expression with an idiomatic meaning. The tenor, in this case, is the (hurrying) white men, whereas the vehicle stands for ants. It is a common image that wherever you see many ants crawled up together, they seem to hurry about in different directions. I think that Noonuccal, with this expression, tried to emphasize and communicate the overwhelming intrusion of the colonizers on the living areas and properties of the Aboriginal people. Furthermore, she has also employed several lexical items which address items or affairs that are present in Aboriginal culture(s). Mostly Noonuccal implements these lexical items whenever she makes a comparison between the Aboriginal people or tribe, in relation to the loss of their traditions. She does this when she present the pronouns we and they. Some of these are: corroboree, bora ground, old bora ring and (wonder tales) of Dream Time. Additionally, Noonuccal speaks of the loss or going of “[t]he scrubs…hunting…laughter…[t]he eagle…the emu and the kangaroo, [t]he bora ring…[t]he corroboree…[and] we” in lines twenty-one to twenty-five as all the old ways (tribal traditions) which are “[g]one now and scattered” in line twenty. Many of these lexical items refer to Aboriginal customs and traditions which I will discuss in more detail in the anthropological section. 







Additionally, Noonuccal has also paid much attention to the reflection of the poem’s contents in language use, but also in aesthetical respect. Not only does the poem contain an introductory and closing sentence, but Noonuccal also applied the literary device of alliteration. In the second two lines, the /s/ sound is present in: semi-naked band subdued silent. Moreover, throughout the poem there is an evident presence of the /w/ sound in the lines of comparison when she speaks of we together with the frequent repetition of the sentence we are going and they. Furthermore, with the first line of the poem, Noonuccal, initiates the beginning of the story that is presented in the poem. She speaks of the European settlers and colonizers as they [who] come in to the little town as opposed to the departure of the Aborigines’, which is expressed by the closing sentence and title of the poem: “And we are going.” With this remark, Noonuccal clearly speaks for the entire Aboriginal community and seems to convey a sense of loss on the Aborigines’ side by referring to their defeat over the land struggle. This is the struggle which is caused and won by the Europeans of whom Noonuccal speaks in the introductory line of the poem. I will now continue to discuss the lexical items which are present in the poem and offer an anthropological discussion of the stylistic results in relation to Aboriginal culture. 
5.4 Anthropological analysis of “We are going”
As mentioned earlier, Oodgeroo Noonuccal mostly discusses aspects of Aboriginal society in relation to oppression, colonization and hardships in her literature. She was an activist for the Aboriginal people and fought against the injustice towards the Aboriginal people and their culture. As Oodgeroo has been raised in the Aboriginal culture and society of her people, the Noonuccal people, she must have been influenced by her surroundings. It is as Narogin says: “[t]o try and approach Aboriginal writers and their literature as things existing apart from their communities would be a falsity” (3). Thus, through literature, Narogin states that Aboriginal writers address aspects of their own culture and thus aspects of their Aboriginal communities are reflected in the structure and contents of their literature. 



In writing about…problems connected to a writer’s own community, they become 
aware of similar problems facing minorities in Australia and other countries…and give 
their support to those communities. Still, they acknowledge that their primary goals 
are to understand their own communities, the basis of their literature, and from there to 
create a literature which will not only be of use to the community, but will help to 
spread knowledge about the Aborigines of Australia and their unique culture. (3)  Oodgeroo does the same thing. In her poem, she addresses the loss of Aboriginal culture by clearly emphasizing that the invasion of the British colonizers has deeply affected the Aboriginal people. More precisely, Oodgeroo seems to sympathize with a particular tribe that has lost many of its traditions, animals and territory due to this invasion of the white man. She might indeed, as Narogin stated before, relate to issues which concern her own community, but from this poem it is not entirely clear whether she actually does so. However, in the poem, she does seem to address the entire Aboriginal society. As almost all Aboriginal tribes have in some way been in contact with and been affected by the British occupation in the last two centuries, through her literature, Oodgeroo acts as a spokesperson for the Aboriginal people by addressing the loss of traditions of Aboriginal communities. This loss of traditions is exemplified with the introduction of lexical items, which refer to concepts of traditions and objects that are present in Aboriginal community cultures. I will now continue to discuss the lexical items bora ring, corroboree and Dream time. Walker also refers to the loss of the Aborigines’ nutritional resources and the destruction of their living habitat in lines twenty-three to twenty-seven by saying: “The scrubs are gone, the hunting…the eagle…the emu and the kangaroo…the bora ring is gone [and] the corroboree is gone.” Being dependent on the climate, weather conditions and the availability of water and nutritional resources, the Aboriginal people were mostly nomads, moving from one place to another, in search for fertile grounds which would enable them to live from that which the environment provided to them.  Hunting for animals such as kangaroos, birds and fish was very common among the Aboriginal people (Tindale 9-10; Massola 106-108). This, however, changed drastically with the invasion of the British occupiers which was accompanied with the destruction of Aboriginal traditions and their nutritional resources, as I explained in more detail in the second chapter on the history of the Aborigines. This destruction of nutritional resources and the decrease of hunting activities is one of the losses Noonuccal speaks of in her poem. The lexical item Wonder tales of Dream time is connected to the beliefs of the Aboriginal people. Aboriginal communities believe in ancestral beings who lived during the dreamtime and made their people and lands. They are ancestral spirits who have founded their lands and made all the laws to which they adhere to. 







These ancestral spirits were said to be huge animals: kangaroos, emus, reptiles and 
birds [which] had the power to change their size and shape at will, could talk and 
reason like men, and lived upon earth in the same manner as the Aborigines” and each 
one of them was the founder of one of the Aborigines’ totems, and [was thus] the 
original ancestor of its members. [Additionally], these ancestral beings also introduced 
the tribal organizations, customs and ceremonies the Aborigines practiced. (Massola 
32-34). 









   Thus with the occupation of Aboriginal lands and destruction of their habitats during the colonial times, the Ancestral spirits such as the kangaroo and the emu were also threatened in their existence and with this, the ability of telling dreamtime stories about how their world was created by ancestral beings partly lost its ground in Aboriginal society. Aboriginal culture and history was threatened to become lost forever if traditional customs had no longer executed and dreamtime stories had no longer transmitted to younger generations. Additionally, the bora ring and the corroboree also vanished as a result of the British interference. These lexical items are aspects related to Aboriginal initiation ceremonies and tribal gatherings which I will discuss in the following paragraph. 



   
The initiation process amongst Aboriginal boys and girls seems to be one, if not, the most important events in the lives of Aboriginal people. It is the time when the younger generations celebrate their steps into adulthood. “For boys, initiation meant going through a series of ordeals calculated to symbolically transfer them from the ranks of children in the care of their mother, to that of fully responsible men” (Massola 80). The bora ring, according to Massola, was where part of the initiation ceremony was to take place. “It consists of a circular space of ground which is thirty to fifty feet in diameter and is cleared of all timber and grass and scraped flat. [A]ny soil removed from the surface is being used to build a low, circular mound around the cleared space” (82). These initiations were also a reason for tribe gatherings, and often other tribes were invited to partake in the initiation ceremonies if they also had boys and girls who needed to be initiated in the customs and ceremonies of their communities (Massola 80). Also marriage and trade were reasons for several Aboriginal communities to meet each other and share each other’s company (Tindale 9-10). According to Massola, corroborees were often performed at trade gatherings, “where as well as goods, ideas were also traded. Corroborees, embodying as they did song, comedy, drama and ballet, can be looked upon as an artistic and esthetic expression in no way different to our own theatrical performances,” which were acted out by different Aboriginal communities (62-68). This corroboree thus stands for an expression of Aboriginal culture, which is, when interpreting the poem, gone or lost because of the white man’s interference with Aboriginal society and culture. 
Transcript of first scene from act two of Kullark
All: [singing] 

Wirilo, wirilo 
My brown skinned baby they take him away. 

Black actor: As a young stockman I used to ride.  A

My quiet pony round the countryside. A

One a native reserve, I’ll never forget. B

A young black mother, her cheeks all wet. B

Between her sobs I heard her say,  






             Manatj take my baby away. 

 






  White fella boss of baby of mine, 





          

    Why did they take my baby away?’

All: Wirilo, wirilo, 

My brown-skinned baby they take him away. 

Black actor: [speaking over the music] The police would just arrive and take the child and put him on a reserve or a mission where he could learn to live white, to assimilate. While the children played in the Settlement compound–huge wire fences, concentration camps fence–the old women would come up and call them over, hold their little hands through the compound fence and tell them who they were, who their mothers were, what their skin was, and what their totems and dreamings were. The children were caught, belted by the authorities, and told not to mix with those dirty blacks.

All: [singing]

Wirilo, wirilo  
My brown-skinned baby they take him away.  



        


   Black actor: The child grew up and had to roam, 



    

       From the mission home, he loved so. 






   
      To find his mother he tried in vain, C

Upon this earth they never met again. C

All: Wirilo, wirilo

My brown –skinned baby they take him 







away, 









  
     My brown-skinned baby they take him 

 
away


5.5 Stylistic analysis of the first scene from act two of Kullark 
As for the stylistic analysis of Kullark, I will discuss an interesting part from the first scene of the second act. This scene represents the storyline of the second generation of Aboriginal people. It takes places in the thirties and is a representation of the struggles of the Noongar (or Nyoongah) people during the assimilation and segregation policy of the Australian Government. It presents a time when many Aborigines were forced to live in reserves and settlements which were specifically designed to keep half-blood Aboriginal people from the full blood Aborigines. Though Kullark functions as a  historical  play, “apart from Yagan, the other families portrayed in Kullark are fictional versions of people and experiences with which Davis was familiar; his stories were from the Aboriginal past as told to him by his family” (Casey 136). Throughout the play, Davis switches from one story to another. He first discusses the aspects of Noongar history represented in the story about Yagan. Then he swiftly moves on to the setting of the more contemporary story of Alec and Rosie and their son Jamie after which Davis goes back in time to present the story of Alec’s youth in the Moore Native settlement with his parents and his years in the army. 


Though there is much to discuss about this play, I will confine myself to the discussion of issues of Aboriginality and stylistics in relation to Alec’s youth story. What is interesting about this text is that it consists of an opposing construction between a song and a monologue which is told by a black actor. In this manner, there is a form of interaction between the singers of the song and the black actor who responds and informs the audience of the contents of the song.  From a stylistic point of view, this construction contains many characteristic features. First of all, the song contains forms of end-rhyme and repetition. In lines three to fourteen and twenty-four to thirty-four there is an end-rhyme pattern which I have indicated with capital letters in the transcript. This end-rhyme seems to make the song catchier and more interesting for the audience to listen to. Because the text is a play which is meant to be acted out, the idea of end-rhyme and monologues make the dialogues more interesting for an audience to listen to. There are also cases of repetition of sentences and lexical items which contribute to the coherence and harmonization of the song. “Wirilo, wirilo” and “my brown skinned baby they take him away” is repeated several times in the text and with this repetition lexical coherence is formed by the relation of the words in the sentences.  Additionally, Davis incorporated lexical items in the Noongar language and made use of Aboriginal-English, which seems to be one of the characteristics of this play. The features of Noongar language occur at the beginning of the singing, where the actors exclaim, “Wirilo, wirilo,” in lines three, thirteen, twenty-two and twenty-eight. “My brown-skinned baby, they take him away” is mentioned in lines four, fourteen, twenty-three and twenty-nine to thirty-two.  Also the name of the play Kullark is a feature of the Noongar language and the black actor calls the word “Manatj” in line ten. 









In addition, there is also an apparent feature of Aboriginal-English to be seen in line eleven: “white fella boss of baby of mine,” in which the black actor seems to recall the words spoken by an Aboriginal mother who has lost her baby to the Australian authorities. From a stylistic point of view, this text does not show many features of figurative language; however, it does show interesting lexical items written in the Nyoongah language from the Aboriginal language of the Noongar people. According to Davis, throughout the play “the Aboriginal language used in Kullark is Nyoongah, the major language of the South West of Western Australia and the name Kullark means the place where we make our fire, home.” This idea strongly seems to refer to the connection of the Noongar people with their land and traditions (Act one: 6). I will continue to discuss the status and meaning of this Noongar terminology in the anthropological section, where I will additionally discuss the status of Aboriginal-English and the Nyoongah language in Davis’s play. 
5.6 Anthropological analysis of first scene from act two of Kullark
According to Brisbane and the Literature Board of Australia Council, the playwright “Jack Davis was brought up in Yarloop and the Moore River Native Settlement, he spent several years living on the Brookton Aboriginal Reserve where he first began to learn the language and culture of his people, the [Noongar] (knows different spellings, i.e., Noongar or Nyoongah) of the South West of Western Australia.” Therefore, with his plays, Davis is inspired by the culture, traditions and language of his people, the Noongar people of Western Australia (qtd. in Davis, Intro). With his writing; Davis addresses the situation of the Aboriginal people in relation to the present happenings, and therefore discusses aspects of Aboriginal identity, generational gaps and Aboriginal heritage. Berndt notes that as many Noongar people were killed or forced to live in settlements in the past, in Kullark, Davis draws on the historical account of the past to present the current situation of the [Noongar] people through the eyes of the younger Noongar generations (qtd. in Davis, Intro:  xiv). According to Berndt, “the difference between the Aborigines of the South-West [the Noongar in this case] and the non-Aborigines is sometimes expressed through language contrasts. This is neo-Nyungar, made up of a combination of elements drawn from original dialects and English; and this is better called Aboriginal-English” (qtd. in Davis, Intro: xx). This differentiation from the white people is expressed by the stylistic implementation of Noongar lexical items. “Wirilo, wirilo” which is sung by the actors in the beginning of their song, clearly indicates that attention should be paid to what is to be said in the following. Though I have not been able to find the meaning of this word, I think it might well be an exclamation which indicates that the audience will have to listen to the following story. “Manatj” in line ten represents the Australian authority (the white man) that came and took the mother’s baby away. These child abductions were part of the assimilation and segregation policy I discussed in chapter two. Furthermore, Davis also pays much attention to Aboriginal forms of English which is to be seen in the implementation of certain syntactical structures and the use of lexical items which belong to the Aboriginal-English variety. Linguist Diana Eades notes that though the numbers of speakers of Aboriginal languages and dialects have declined, Aboriginal languages and dialects have started to mix with English standard varieties, which resulted in different varieties of Aboriginal English. 





There are particular aspects such as grammar and social features of these [Aboriginal-
English] dialects which distinguish them from Standard English. Aboriginal English 
reflects grammatically the structure of traditional Aboriginal languages, and this is 
also the case with the plural’ –s’ marking on nouns which is frequently absent in 
Aboriginal English. (qtd. in Director of National Parks 15-16)


     An example of this is also to be seen in line ten: “White fella boss of baby of mine,” in which Standard English fellows is spelled as fella with a clear omission of the plural –s inflectional ending. Eades continues by saying that “the equitation sentence structure in Aboriginal English also differs from Standard English equivalents by the absence of a verb to be,” as we can see in “White fella boss of baby of mine,” in which the 3rd person singular of the verb to be is omitted (qtd. in Director of National Parks 15-18). Narogin expresses that partly from this text, “he feels invited to accept the play as a product of an Aboriginal writer who is committed to his people and who writes with a purpose. [Davis] is a writer of Aboriginality using Aboriginal speech forms, though he has as yet not structured his plays on Aboriginal forms but rather on European audiences and settings” (121). Thus, it is striking that while in the historical account Yagan and his people mostly speak Noongar to each other and to the Irish settler family and simultaneously they are also taught some English words and sentences by the Irish settler family whom they have befriended. The other two generations show much more to be at a stage in which they have not only culturally been influenced by the British colonizers but also linguistically, which is shown by their intelligible command of the Standard English language. This clearly indicates that Davis has tried to show the impact of the past on the present situation of the Aboriginal people by applying idiomatic language of the Noongar people and showing the constantly present and gradually increasing influence of the English language on his people’s lives.
6. Conclusion
Thus, as I have discussed the influence and role of stylistics in traditional and modern narratives of Aboriginal literature, I will now answer the questions I raised in my introduction and offer conclusions which are based on the discoveries I have made during my study.  As different genres of literature contain different literary devices, styles and approaches to cultural reflection, the discussion of narratives of different genres has been very useful in the examination of Aboriginal culture through literature. The first two sub-questions I raised at the beginning of my study and which need to be answered are: What status and level of significance are attributed to the meaning of the implemented stylistic function and how do possible variations and similarities within Aboriginal society and culture become apparent by the implementation of these functions.  Additionally, with the discussion of the previous two questions I will be able to answer the thesis question, which is: In what way does literature reflect aspects of Aboriginal culture and how does the stylistic approach help to define this cultural aspect? Regarding the stylistic and anthropological analysis of “Thukeri”, one must not forget that this narrative is an ancient story which has been known to the Ngarrindjerri people for centuries and that it has later been translated into English when it was documented. Though the traditional oral story has, during the documentation process, been subjected to western literary norms and therefore to its themes, devices, it also contains important elements of Aboriginal culture which are reflected by the implementation of linguistic features. The most striking characteristic of the stylistic features in this text is the occurrence of lexical items and their synonyms. In this text, the repetition of these items and synonyms play an important role in cultural reflection where the contents of these terminologies reflect aspects of Aboriginal culture, and especially that of the Ngarrindjerri people. Thus, the occurrence of the lexical items I discussed in the stylistic and anthropological section of this story show that these items are not only important to fully understand the contents and the objectives (morals) of the narrative itself, but that they are also important to the Ngarrindjerri people because the narrative, as it addresses anthropological aspects, functions as a representation and preservation of the lives and traditions of the Ngarrindjerri people. In this manner, “Thukeri” introduces the reader or listener to the world of this particular Aboriginal community. Additionally, based on Halliday’s hierarchical concept of generality, the uses of terminologies which are connected to the notion of fish are well represented in this story. The term thukeri which is repeatedly used to denote the term fish is one of the most important stylistic features because it not only reflects the cultural and linguistic (as it is written in Ngarrindjerri language) aspect of Ngarrindjerri life; but, it is also frequently accompanied by praiseworthy adjectives. The re-occurrence of the notion of fish/fishing through lexical items and synonyms, together with an anthropological study of Aboriginal and Ngarrindjerri culture, indicate the importance of fishing in Ngarrindjerri culture and thus attributes a significant and important status to these particular stylistic features (i.e. lexical items and synonyms of the notion of fish). As opposed to the “Thukeri” narrative, “We are going” is poem which belongs to a more modern literary tradition as it is was written in the seventies of the twentieth century. Through activism and writing, Oodgeroo Noonuccal has, in her lifetime, always advocated for reconciliation between the white and the Aboriginal people. With her writing, and especially well-presented in this poem, she has tried to reach a greater white audience and teach them about Aboriginality and the problems that face and threaten this concept. Not only do the themes of the poem reflect this modern style of literature, but also figurative features such as alliteration, metaphors, similes and idiomatic features such as pronouns, opposing constructions and lexical (noun) items reinforce the thematic notion of Aboriginality which is the main objective in the poem. With her poem, Noonuccal seems to feel the necessity of carrying out this image of Aboriginality to a greater and white public that is, which is assumedly familiar with this literary style of writing. Her play of words and her knowledge and use of western literary devices does not only help to reflect the misfortunes and dispossession of the Aboriginal people as fringe dwellers, but it also exemplifies the ideas which she tries to express through her poem. The stylistic features reinforce the ideas that she wants to carry out as the stylistic approach assists in the reflection the poem’s contents. Together with an anthropological approach and discussion of the Aborigines’ history and situation, stylistic features as the pronoun switching of we and they, the comparisons of the Aboriginal situation to the cultural lexical items suggest a deeper meaning of these pronouns and items in relation to Aboriginal culture and Aboriginal history. The expression of the poem’s contents suggests that Noonuccal, as an Aboriginal spokesperson, has supposedly drawn experience from the problems of her own Aboriginal community to reflect and represent aspects of Aboriginality.  Jack Davis, who is also known for his application of modern techniques and literary devices, applies stylistic features such as a dialogue construction between song and monologue, end-rhyme pattern and the occurrence and repetition of lexical items in the Nyoongah language and in Aboriginal-English. As Kullark is a play which is meant to be acted out, the opposing construction between a song and a monologue is of great importance, because it represents the interaction that would occur between the stage-characters themselves and between them and the audience during the enactment of the play. The end-rhyme in several lines of the scene makes the song and the monologue catchier and more interesting for an audience to listen to. More important, however, these features also show aspects of Aboriginal culture because end-rhyme and the dialogue interaction of the play might also be considered as aspects which reflect the musical tradition that is well-known in Aboriginal culture and society. Above all, especially the lexical items which are written in Nyoongah language and Aboriginal-English are features which are interesting and significant with regard to Aboriginal cultural reflection. That Davis has written both in Standard (Australian) English, Aboriginal-English and also in the language of his people, the Nyoongah, shows that he tries to combine the traditional world of the Noongar people with that of the white Australians. While implementing stylistic features such as monologues, dialogues and rhyme-patterns which are familiar to modern western societies, the implementation of lexical items whose contents and terminologies itself belong to Aboriginal tradition, Davis shows that the Aboriginal people of his play and those to come, have not only culturally been influenced by western norms but also linguistically. Yet, the combination of multiple stylistic features where lexical items are written in Aboriginal-English and the Nyoongah language with the occurrence of Standard English suggest that Aboriginality and Aboriginal traditions have not yet become lost. Thus, in a comparative analysis of all the narratives concerned, the analysis of narratives from different genres has mostly shown how and which stylistic features are implied in different genres. In a stylistic point of view, it is most interesting to find that the poem contains more stylistic features in the domain of figurative forms of speech than any other of the narratives. “Thukeri” is an attractive text to analyze because it shows many stylistic features of lexical items, which are important in the reflection of Aboriginal literature. “We are going” contains both idiomatic and figurative features, where figurative features have mostly been characterized by western influences of literary devices. Kullark is an interesting text to analyze because it shows the linguistic diversity and combination of Aboriginal language, Aboriginal-English and Australian English. In conclusion, as my interests also lie in the anthropological field of studies, the analysis of stylistics in Aboriginal literature is an ideal concept to examine. When examining the idiomatic and figurative language features in the different genres, the implementation of these features, together with an anthropological knowledge of Aboriginal culture, society, history and background information on the genre, writer and contents of the story itself make it possible to see how the use of stylistic features in literary texts broadly reflects the culture of the Aboriginal people.  As I have mentioned earlier, lexical items have shown to be very important in the reflection of a specific culture. Not only does the item itself show something which is present in that particular culture or community, but especially the contents (the meaning) of the items and the contexts in which it is applied address the importance and status of this item within Aboriginal culture. In other words, because stylistics and thus the use of style is connected to people and social groups, the analysis of language in literary traditions is as a perfect way to acquire insights into Aboriginal culture in general, but also, if emphasized in these literary works, it also reflects cultural aspects of particular Aboriginal communities as is evidently the case in Kullark and “Thukeri.”  As each one of these stories has a different content, theme, origin, cultural heritage and is written from a different view or perspective, the study of stylistics aims to shed light on how varieties of discourse and literary language reflect cultural traditions and customs of particular societies where these literary works and their authors are known or descent from. In this way, the collaboration between anthropological, linguistic and literary studies results in a satisfactory understanding of people, their ideas and their culture.
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Bream fish/Silver bream








Fish/Fishing








� Image front cover: Man on djebalmandji, forked stick, calling sacred invocations by H. Shepherdson


� “The Aboriginal people are not the only indigenous people of the Australian continent. Torres Strait Islander people are also considered to be part of this group,” according to the Australian Government of Foreign Affairs and Trade (Indigenous people, pars. 3-5). However, since this research is devoted to the study of the Aboriginal people, whenever I refer to Indigenous or Native people, it will be to denote the Aboriginal people of Australia. 


� ‘The Department of Foreign Affairs’ stands for: Australian Government: The Department of Foreign Affairs and Trade. / ‘The Department of Environment’ stands for: Australian Government: The Department of Foreign Affairs and Trade. Additionally, please note that the Department of Foreign Affairs has two websites. <http://www/dfat.gov.au/facts/Indigenous_peoples.html> and <http://www.dfat.gov.au/aib/hisotry.html>.





