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Abstract

This paper explores contemporary Greek conversational narratives in terms
of their indexicality, namely, the ways in which they index or constitute
social and cultural identities, roles, relationships, stances and activities in
their contexts of occurrence. These are argued to be interrelated with the
stories’ performance which encapsulates a closed set of recurrent linguistic
choices. The discussion focuses first on the main forms and functions of these
performance devices and then on their role in the stories’ indexicality.
Specifically, it is shown how they index: (i) storytelling as a social and
cultural activity, (ii) the storyteller as a figure projected by the story, a
conversationalist and a social actor (with a gender identity), and (iii) the
storyteller and audience alignments as part of the immediate conversational
encounters as well as of larger social projects. The findings presented shed
light on storytelling as a central mode of communication in Greeks’ everyday
interactions by addressing questions of primary importance for its
understanding, such as: Why does storytelling play a dominant role in
Greeks' conversations? How does its dramatic and involving style interact
with this role? Which are the shared sociocultural codes most commonly
invoked by the stories and how do they bear on the whole storytelling
activity?

Introduction

Cross-linguistically, there is an increasing interest in the ways
in which any text with its specific linguistic choices indexes or
constitutes social and cultural identities, roles, relationships,
stances and activities. This property of the linguistic con-
struction of discourse, namely indexicality, is at the heart of
sociolinguistic research on text-context interaction (see, for
example, papers in Duranti and Goodwin 1992). The starting
point of such research is that discourse construction is an
essentially context-bound and interactively organized
phenomenon which systematically varies across social occasions.
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Discourse is thus defined as language in use, that is, not just as
ways of speaking, but also as a mode of action in context. The
notion of context in turn stands at the cutting edge of much
contemporary research into the relation between language,
culture and social organization. In simple terms, it is the
environment in which linguistic material (a text) occurs: a world
filled with people who have social, cultural and personal
identities, knowledge, beliefs, goals and wants, and who interact
with one another in various socioculturally defined situations.
The indexing of context has mainly been explored in spoken
discourse, particularly in narrative: viewed as an inexhaustible
source for sociocultural data, everyday discourse frequently
serves as a "window" onto a universe of linguistic forms that are
both defined by and used to shape social activities and stances
(e.g. Duranti and Goodwin 1992, Hill and Irvine 1993, Johnstone
1990, Stahl 1989). This preference is arguably attributable to the
social and psycholinguistic primacy of spoken language which is
produced and received in our everyday lives in massive
quantities compared to written language. In particular, in
cultures with strong ties with orality, this archetypal need for
sharing experiences in spoken and, more specifically, narrative
form is even more apparent. Hence the proliferation of research
on the "breakthrough of cultural reality into personal reality” in
the narratives of such cultures (e.g. Gee 1989, Hymes 1981).

In view of the above, this paper sets out to put in the
limelight mundane and, in many ways, inglorious Greek texts
such as everyday conversational narratives. It is rather signi-
ficant that these texts come from a society which has been
frequently alleged to exhibit a strong orality bias (e.g.
Mackridge 1985, Sifianou 1989, Tannen 1980, Tziovas 1989). In
the light of literature on spoken discourse, the assumption is
that they are ideal research sites for indexicality. Furthermore,
the need for such an investigation is apparent in view of the lack
of systematic linguistic research on the text-context interaction
in Greek spoken discourse. The aim of this paper is, thus, to shed
light on the main mechanisms by which oral narratives interact
as discourse with their context of occurrence. For this purpose,
the conceptual tool of indexicality is chosen because of its
association with latest advances in research on text-context
interaction, which has been carried out within several major
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disciplinary frameworks for a number of years (see discussions in
Hanks 1992 and Ochs 1988, 1992).

According to current thinking, discourse is not a static
reflection or mirror of a well-defined external context or "a world
out there". Its linguistics invoke contexts but at the same time
create, define or even redefine contexts. Text and context are
ongoing dialogical processes which mutually feed into one
another in a dynamic and complex relationship: texts enact
activities, stances and shared codes as well as giving shape to
and reconstituting them. Thus, rather than talking about contexts
which determine the use of linguistic elements, it is more helpful
to consider linguistic elements in discourse as indices of these
contexts. Their indexing relation can be direct and communicated
through their referential content as in the case of deictic
expressions (e.g. I, he, she, here, there, now, then, etc.) which
directly point to features of their surrounding context. More
commonly, it may be non-referential, non-exclusive and
accomplished through a vast range of linguistic (e.g. syntactic,
lexical, discoursal, etc.) devices. Furthermore, it can be a
constitutive relationship (see Ochs 1992): this means that the
indexing of certain contextual dimensions can be linked in a
constitutive sense to the indexing of other dimensions (for
example, tag questions may index a stance of uncertainty as well
as the act of requesting confirmation; these two contextual
features in turn may index female gender identity). Currently,
research on indexicality is characterized by a move away from
relating isolated linguistic forms to features of context towards
specifying clusters of linguistic features or communicative styles
as indices. The notion of markedness is a major guideline in the
identification of such features. This means that indexicality is
not viewed as an all-or-nothing matter, but as a distributional

I The starting point for indexicality as an attempt to shed light on the
relationship between text and context was linguistic deixis: it acts as a
pointer to the surrounding context and its referents are constantly shifting
as the relationship between utterance and context changes. The existence
of deictic expressions within language poses with particular clarity the
issue of how the analysis of language requires that features of context be
taken into consideration (see Jarvella and Klein 1982, Silverstein 1976,
1985).




18 ¢ Alexandra Georgakopoulou

and probabilistic relationship which is associated with
unmarked (i.e. frequent, expected, predictable) or marked (i.e.
rare, unexpected) enactments of acts, stances and roles by
linguistic features. The above assumptions form the background
of this discussion, which aims at bringing to the fore certain
recurrent and unmarked patterns of indexicality characteristic of
Greek storytelling.

Data

The initial motivation for the data collection was the frequency
and status of Greek conversational narratives as a communication
mode. Stories seem to dominate conversational encounters and to
entice both tellers and audiences. As Tannen (1989) has
suggested, when heard by outsiders and non-Greeks, they come
across as particularly dramatic, involving and enjoyable. On the
grounds of their frequency and role in everyday interactions, the
identification of appropriate contexts for the data collection was
a straightforward procedure. Recordings of conversations and,
consequently, stories which were embedded in them, took place
in numerous informal contexts of interaction between intimates
ranging from street-cafés, tavernas and beaches to gatherings in
houses and car drives. A constant guideline was the pursuit of
fairly relaxed environments in which the participants in the
speech events know each other well. To an extent, this is a
guarantee of as spontaneous and natural data as possible, bearing
in mind that the tape-recorder intrusion cannot be totally
eliminated in any real-world contexts. The ongoing data
collection has led to thirty hours of recorded conversations, from
which around 500 stories have been extracted. The majority of
them are personal stories, involving the narrator's first-person
account of a past (recent or not recent) experience. The narrators
could be roughly characterized as (young or middle-aged)
middle-class Athenians with University or college education.
Thus, the stories are arguably stories from Greeks who would
probably identify themselves as members of the mainstream or
the silent majority.

The linguistics of performance
Qualitative and quantitative analyses of the data, which are
beyond the scope of this discussion, brought to the fore a
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constellation of linguistic devices that form the stories' building
blocks of organization or discourse structuring. These devices (co-)
occur in such highly patterned and predictable ways that they
can be argued to precontextualize storytelling events: this means
that on a distributional and probabilistic basis, they form part
of the stories' generic schema, which covers the expectations
about how they should be. They thus transcend the time of their
utterance production and reception and constitute past and future
storytelling events (for a discussion see Ochs 1992). From the
point of view of their discourse function, they can be captured by
the notion of performance devices (Wolfson 1982), that is,
devices which key the stories as replayings of the events
narrated and not as simple reports. When spoken discourse takes
on the features of a performance, it becomes a form of artistry in
which the teller assumes the responsibility to an audience for a
display of communicative skill and effectiveness (see Bauman
1986, 1993). The data analysis suggested that in Greek stories
this performance is based on the orchestration of the following
devices:

(1) narrative (historic) present;

(ii) instances of (characters') direct speech/thoughts and
dialogues, which if introduced by a quotative verb, are almost
unexceptionally introduced by "Aéw" (say and think);

(iii) ve imperfect (narrative-specific structure in Greek) and less
commonly imperfect;

(iv) deictic "rdpa" (now) for "then" and less commonly "¢84"
(here) for "there".

Of these devices, the narrative present and the direct
quotations were also included in Tannen's list of features which
contribute to involvement in Greek stories (1983). The list also
comprised ellipsis, repetition and second person singular, which
did not prove as salient in the data at hand. What needs to be
stressed about the performance devices posited here is the
pivotal role of narrative present and (characters') speech: the
two devices form the stories' skeleton or backbone, a pattern into
which the rest of the devices are intercalated (for a discussion
see Georgakopoulou 1994a). It would not be an exaggeration to
suggest that the Greek story essentially comprises action and
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speech segments in narrative present which interact in various
ways. By contrast, discussions of the two devices in the literature
(a) do not report such a strong co-occurrence between them (e.g.
Schiffrin 1981) and (b) report a much more restricted use of the
narrative present, covering only one third of a story's action
verbs (e.g. Fludernik 1991, Schiffrin 1981, Silva-Corvalan 1983).
In view of this, their extensive occurrence and co-occurrence in
Greek stories are both treated here as markers of a fully-fledged
narrative performance. Similarly, Leith (1995), comparing
Scottish folktales in terms of the use of historic present, claimed
that for a narrative performance to be fully-fledged and
sustained the historic present needs to form the norm in the
narration. In the Greek stories, more overwhelming evidence for
their full performances comes from the orchestration of the
narrative present not only with other performance devices but
also with certain structural features. These are essential
components of the emerging performance and are listed below:

(i) Deep embedding of the stories into the conversational event,
resulting in the lack of explicit prefaces and codas, the minim-
ization of the initial orientation section (setting) and the quick
passage into the story's complicating action.?

(ii) Minimal interruptions from the audience, except for support-
ive backchannelling. Challenges which seriously disrupt the
storytelling activity are very rare.

(iii) Minimal external evaluation (term from Labov 1972), that
is, suspension of the story's action by the narrator to refer
explicitly to the story's point or the tellability of certain events
(same finding in Tannen 1983). This is interconnected with the
minimization of the explicit resolution of the complicating
events. As a result, the joke-type ending with a punchline
(usually in the form of direct speech) is very common.

(iv) Expressive phonology, imitations of (characters') voices,
variations in pitch, loudness, stress and gestures.

The following story exemplifies the Greek narrative
performance, as discussed so far. The story was told to a mixed

2 For a discussion of these narrative structure categories see Labov 1972.
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company of six people aged 25 during a New Year's Day
gathering in a house in Athens. Takis starts teasing Kostas, who
is a good friend and travel companion of his, by relating
humorous incidents from their trips. Kostas is about to take
revenge:3

(D) T: Tdpa Kdota pmopels va mdpes pefdvs=

K: =Eyd Ba vro pléw alod BéBara:. Aomdw, Eekwwdje
mépor and ABHva yia Képkupa, mpdTo TaflSL pe
unxavés, kav To mvelipa Tns mapéas NTAv va TAPE

TouptoTikd. Aépe .. dvre madid, KatL TOUPLOTKA, Kol
v Sodpe kav. kave Tomfo. Aowmdv .. ¢elyer o kiprog
andé 8w .. TouproTikS:Tata, apxifel ekartdév oy8évra

Stakdora omis oTpodés, epels and mlow elyape
merdéer a yAdooa TO:on ywa va o€ 6TdooUlE,
>koUpaon 18pdTas Eépw yw<, xapoyehaotds autds, Sev
ykoupdoTnka ka8érou/ /

M: //xxacor/ /xé

K: //hepe ku epels pe 1o Xpvorto, 8¢ pmder diho, kdTi
npéner va vrou kdvoupe .. Ape. H(?)paote Tdpa o
Xpriotos .. eyd: .. o Tdkns, k. o Tdvins ouvodyyds,
>Tdxng Tudvvns ov ypriyopor<, ki epels ot Suo ot
apyol 8nAadi:. Aowmdv .. oTapartdpe oe kdmowa ddom,
Mpe pe 1o Xpforo .. kdTi mpémer va vrou kdvoupe,
va vty unatdoe,, 6a vrou pAtjooupe yia wpala Toria,
mou Amokhel:etar va éxel Se, érov dnws mmyalve, 6a
vrou mw €yd .. Mo .. yu auvté To wpalo nitoBaciiepa,
oTo yedupdki and kdTw, Aer o XpHortos, Ba vrou Tw
eydd yv autq T xpuoadéma mapara. Eekwdpe Tdpa,

3 The transcript symbols used for the texts are as follows:
// indicates overlapping utterances, = indicates continuous
utterances, : indicates extension or prolongation of a sound (:: denote
longer extension), ; (2 in the English text) indicates rising intonation, !
indicates animated tone, > < indicate delivery at a quicker pace than
the surrounding talk, underlining is used for parts of utterances
which are emphasized or stressed, (he he) indicates laughter, ()
indicate editorial comments, capitals are used for talk that is spoken
louder, a comma indicates a continuing intonation, and a full-stop a
stopping fall in intonation, dots indicate intervals (adapted from
Button and Lee 1987).

Of the above symbols, > <, :, underlining, dots and capitals are not used in

the English translation of the stories.
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Tou AMw eyd, Xphfoto Tou Adw, TO €lSes aurdé TO
dopepd mMhopacirepa: merdyetrar o Tdkys, mold:; pou
AMe, Ao o'exelvn Tn védupa, o Tidvvys, TOLA:
véobupa; exel mou éypade prikos .. oxrtaxdora WéTpa;
the he) Evrw petadd ... yendpe epels pe 1o Xpiforo,
kou metdyetar o Tidvvns kandky, To omolo T1Tave
XOPOKTNPLOTIKS, kat Ael mowa:; petd TRV aploTepi
avolxT oTpodr; OmdTe TV dAAn pépa, TU pas
kdvouve; mAakdvovtar ekaTéy oy88vTa Brakdoia, Kou
va Selyvouve kdmi d:oxeta mpdyparta, >kdTi Bouvd:
kdm kapéva 8d:on< mw: mw:! ¢oBepd Tomlo ki auTd=
A: =kon kohd .. éTu To aworapBdva//ve

K: //va Nve xdm doyeTa,

T: mex mw kdvope, ooBepd:

K: Térnos ndvtwv .. Ta &avanalpvoupe pe To XproTo,
Byalvoupe To Bpddu Tdpa .. BSATa oTnv Képkupa,
vixta Tdpa, pNdpe 8¥o 7 dpa To Ppddu, migoa
okoTASL, 8ev éBremes Timota, kot va kdver o
Xpiotos, mw: mw:! ¢oPepd, kav va Belyxvoupe ToVv
oupavé .. péoa oTo oKoTdS, Ko va avadwvolipe, mw:
mw: (he he) To fedminloape Terelws ma.

T: Now Kostas you can take revenge=

K: =I will get you, but not the way you think. So, last year we set
off on a trip from Athens to Corfu, first road trip on the bikes,
and the general feeling was that we'd go at a touring speed. So we
say, touring speed guys, let's see some scenery too. This gent here
gives new meaning to the word touring, he starts by taking turns,
at a hundred and eighty or two hundred (kilometres), we were
panting like this, trying to keep up with you, getting knackered,
getting sweaty, he (was) smiling, (saying) I'm not tired at// all

M: // typical//

K: //so, Christos and I say, well we've had enough, we must do
something, now there's me, Christos, Takis, and Giannis on the
back, Takis and Giannis the quick ones, and us two the slow
ones. So at some point we stop, Christos and I say, we must give
him a lesson, we'll describe beautiful scenery, that he's sure to
have missed, the way he's going, I say, I'll tell him about that
beautiful sunset at that bridge, Christos says, I'll tell him about
that golden beach. So we set off now, I say, Christos did you see
that beautiful sunset? Takis goes, where? I say at that bridge,
Giannis (says), where it had this road sign saying eight hundred
metres long? (he he) Meanwhile Christos and I can't help
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laughing, and Giannis adds, which was typical, which bridge?
after the open left turn? So next day, what are they up to? They
start going at a hundred and eighty, two hundred, and pointing at
completely irrelevant spots, mountains, burnt forests, (saying)
blimey, this is the view for you=

A: =as if they enjo/ /yed it

K: / /talking rubbish,

T: we were going, blimey, isn't this fabulous!

K: Anyway, Christos and I become furious, (now) we all go out
for a ride in Corfu that night, and it was dark now, two o'clock
in the morning, pitch black, and we (were) showing the dark sky,
and saying, wow, (he he) We really started going over the top
then. ’

As we can see, the story immediately jumps into the action
(so we set off); background information is strategically
positioned at various points in the story later on. Throughout the
complicating action, we find an overwhelming dominance of
performance devices (signposted in the Greek text) which mostly
follows the pattern: narrative present action — speech (e.g. we set
off ... we say). This is enhanced by the use of the marker "now"
(e.g. so we set off now) and of va imperfect in the story's
climactic action (e.g. showing irrelevant spots ... saying wow).
The narrative ends on its "high-point” with the addition of only
one concluding phrase (we really started going over the top
then). The evaluation of the events is thus deeply embedded in
the drama which makes up for the lack of explicit encodings of
the narrator's attitudes and emotions.

The patterns of (co-)occurrence of the above devices en-
capsulate the parameters of the "Greek" narrative performance
in as much as they form a generic norm for storytelling in the
community. As I have argued elsewhere (Georgakopoulou 1994b,
1995), functional linguistic analyses suggest that the essence of
this performance is conveying a sense of proximity between the
world of the story and the immediate conversational situation.
There are numerous linguistic categories for encoding subjectivity
and emotionality in language, such as categories related to
assertiveness or non-assertiveness, certainty or doubt, positive or
negative evaluation, intensity, quantity, etc. (see Besnier 1994,
Caffi and Janney 1994). Among these, proximity is fundamental
and has been widely attested in discourse. Proximity strategies
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are related to far/near orientations, to the speaker's positioning
towards the message and the participants. The commonest
proximity markers are related to temporal deixis (e.g. use of
tenses). This is evident in the Greek stories, too, by the strategic
role of narrative present, "va" imperfect, imperfect and the
deictic "now".

The claim that proximity strategies underlie the encoding of
emotion and experiential subjectivity in the Greek narrative
performances does not go so far as to exclude all other emotive
devices from that process (e.g. intensity markers, emphatic
particles, lexical repetition, evaluative lexical choices, etc.).
This is not an all-or-nothing issue. However, proximal devices
are clearly dominant, qualitatively and quantitatively, in the
textual encoding of affect. As such, they are also the main
devices in which the stories' participatory engagement is rooted.
Since their discoursal role is to bring the events close to the
speakers' and hearers’ immediate situation, they are expected to
set the pattern for the audience's participation in the story-
telling: a participation which is reminiscent of that of audiences
of theatrical performances, since it is connected with the ideas of
proximity and visualization. The audience become involved in
the narrative through the sense of co-witnessing the events with
the narrator. This is the reason why, as suggested, serious
disruptions of or challenges to the storytelling activity are very
rare.

Contextualization cues of storytelling activities

The uncovery of the main devices of the communicative style of
Greek stories is an indispensable step towards exploring the
salient aspects of the stories' indexicality. The argument is that
performance choices, being central to the organization of the
storytelling activity, manage through their recurrence to evoke
and encapsulate the stories’ meaning, in the sense of sociocultural
significance for storytellers and audiences. In Gumperz's terms
(1992), they act as contextualization cues: this is a concept which
has stemmed from research on indexicality. It embraces highly
patterned linguistic choices which act as mediating devices in
that they trigger to the addressees a certain set of sociocultural
expectations, attitudes and social actions associated with the
activity. At a global level, they signal what is to be expected
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from the activity and help the addressees form predictions about
its outcomes and the quality of interpersonal relationships in it.

At this level of indexing storytelling arenas as social
activities, performance devices in Greek stories generally
promote a solidarity ethos and a sense of bonding between tellers
and listeners. As a result, they maximize the power of stories in
conversations as devices for creating interactional allegiances
between the participants and a widened base of support for the
tellers' positions. This is mainly achieved by the participation
framework invoked by performances, that is, the positions
which storytellers and audiences may take in relation to what is
said (Goffman 1981). First, the stories are so embedded in the
conversations and so "proximal" that, though invoking a
different participation framework from that of conversations,
they are still perceived as very much part of the "here and now"
of the conversational world. They are, therefore, powerful
devices for affecting it. In addition, with their animation of
(characters') voices and minimal narratorial interference, they
allow a very safe and powerful position for the storyteller: a
diffusion of the responsibility for attitudes and sentiments to two
positions other than the storyteller, namely the author and the
principal (idem). The author is that aspect of self responsible for
the content of the talk and the principal is someone whose
position is established by the words that are spoken, whose
beliefs are told, who is committed to what is said. These are
positions which can be manipulated in narrative production. In
the case of Greek performances, the two capacities work in
favour of the figure which is projected by the story and
ultimately of the teller, freeing the speaker from sole
responsibility for the truth and validity of the positions. Thus,
if part of the stories’ power as a genre is that the audience can
gain an idealized view of the experience through the author and
of the teller through the figure (Schiffrin 1990), in Greek stories
this is used to its full potential. This kind of indexing through
performance underlies the pivotal role of Greek storytelling in
conversations for expressing views and opinions at the expense of
expository discourse.

Example 2 below exemplifies this relatxonshlp between the
participation framework of performances and the act of opinion-
expressing. The story is typical of numerous stories in the data
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which replace expository discourse. In this case, the con-
versation is about nudism on Greek beaches in a company of three
men and four women. The storyteller, who gradually and
discreetly supports the view that it is a healthy stance and
should be allowed, relates the following incident before she
expresses any of her views. The story, which only implicitly
encodes her opinion on such a sensitive and taboo topic, is
arguably a powerful device for achieving the audience's
sympathetic alignment towards her view.

(2) To diho oty Poré:yavspo:;, ov vrémor elxav
Econkwlel, emeldf kdvave ov E€vor yupnopd, ki exkel
oty mwapaiia .. ywa va mAuBolpe, elxe éva peydro
Tendlito vepd, mou éheye .. vepd pn méoipo, >To 'yav
via mémopa Eépw yu<. Téros mdvrev avolfape epels
ekel, mievdépaoTe, évas E€vos Aowmdw, 8Sev E€pw T
NTav aurds .. ONav8ds, trav évas EavBds exel, paxpy
wadAl, Ka'reBoZ(et To payld .. va miufel. Apyi{louve
aouméy .. oan' To amévavti pmoAkéwn, BdiTo Bpeaxl gou
pc. Bddto Boaxl oou pe, BdATo Bpoxl oou (he he) TIOY
va katahdfer o dvBpumos, ku évas ekel va amelel pe
o paykodpa, BdAto Bpakl gou, NTPOIIH JOY pe (he
he), xt o di\ov va dwvdlouve. Kdmota oTiypd .. Aéet
autds, TU pou dwvdouv;, pimws Aéel To wepd .. Aéer To
8éhouve; emady E£oSetoupe To vepd; S Meu évas, To
payid, To payié cou (whispers), a:! Aéev (whispers), To
poayid. To ¢dpeoe Tehkd.

This happened in Folegandros, the locals were up in arms,
because of the nude tourists, and on the beach, there was a large
water tank, for showers, and it said, don't drink this water, they
had it for watering their plants, or I don't know what. So we
used some to wash, and there was this tourist, probably Dutch,
blonde guy, long hair, he pulls down his trunks to wash. So they
start yelling, from a balcony opposite, oy put your pants on, put
your pants on, put your pants on. How could he understand?
And someone threatening him with his walking stick, put your
pants on, shame on you, and the others shouting at him. At some
point he says, why are they yelling at me, do they want to save
the water? (whispers) it's your trunks, somebody tells him, it's
your trunks, oh my trunks. And he finally pulled them back on.
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While this is an eye-witness and not a personal story, the
teller manipulates the participation framework to indirectly
encode her view. She subverts the authors (people from the
village whose voices she animates and imitates) and em-
pathizes with the character of the tourist. The figure (the self
of the narrator) is displayed by the story by means of ridiculing
the islanders (as the authors and principals in the text).
Meanwhile, the audience are lured into accepting the story-
teller's view through enjoying the humorous delivery of the
narrative events. The use of performance devices allows the
narrator to internalize her point and let the events speak for
themselves. The follow-up to the story by one of the
conversationalists shows that the story's point has been
communicated successfully:

eyd .. woToples mou é€xw akoloer .. Kau KUKAodo-
poucave:, elvan 81U Tous meTdyave .. Kapidia, méTpes
Eépw yw, Tous meTpoforodoave...

Well I've heard stories too, that they were throwing walnuts at
them, stones, that they were stoning them...

In the next example, we have a slightly different parti-
cipation framework. The narrator here happens to disagree with
one of his conversationalists. His view is that looking for love
and financial well-being in one's marriage is a feasible goal. But
instead of expressing this in the form of an argument, he chooses
to narrate the incident below:

(3) A: Kolra Niko, ki dra 8ec pmopels va vra Bpels,
npénel va Bdielrs TS TpoTepadTnTéS Oou=

N: =autd 8¢ pmopels va vro mews. Eyd elxa éva ¢ido,
moANd: xpdwna  ¢lhog, kav Téverpéd Tou, culnTdyape
Epw yuw, kar pou Ae,, kards elv o épwTas .. pou
Ae, ald kard elvon kav Lo maréTo .. pou Aéel va
éxer, To NTeadp. (he he) Téros mdvrwv .. Tou Aéw, SAa
8¢ ouppadllouy Kwotdkn pou .. Aéw, AMyo moAd kdmou
8o méoas éw, M oTo xphipa ¥ ornv aydmm. Metd and
kapid BSopdda pou Mea, Eépas kdm, kKadé kahd elvar
pévo To makéro, dpa €xers To makéTo, Pplokels TV
aydmm .. pou kdvel. E mépace Ayos karpds, yvwpllet
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e komédha, >xwpls va Eéper Timota<, yveoploTikave,
Eépers  Tuyala, TeMkd Tou Byrike miovoua!
TlavTpeuTrikave wpala kat kKoid, EavaculnTdpe a
dopd, pou Aéer, auth elvar n emtux{a pou Ader, Kkar
aydnny Kol AedTd.

A: Look Nikos, you can't have it all, you must get your priorities
right=

N: you can't say this. I have a friend, I've known him for years,
and his dream was, well we were talking once, and he tells me,
love is good, but the package is good too, the Delors package. (he
he) Well I tell him, you can't have your pie and eat it too Kostas,
you will lose out somewhere, either in money or love. A week
later he tells me, well you know something, only the package is
good after all, if you have the package, you can have love too.
Some time went by, he meets a girl, without knowing anything
about her, they just met, accidentally, but it turns out she's loaded.
They got married, we have another chat after that, this is success
he tells me, love and money at the same time.

In this case, three capacities, namely the author, the figure
and the principal encapsulated by the narrator's friend, work in
favour of the teller's views and lend them validity: the friend's
story is proof for the teller's opinion. Invoking such a parti-
cipation framework by means of a story is chosen by the teller as
a more powerful device than putting his views forth in the form
of arguments.

Participation frameworks and storytellers’ self-presentation

The above examples demonstrate that the relationship between
the stories as performances and their participation frameworks
indexes not only the role and status of storytelling in
conversational contexts but also the storytellers' self-
presentation. Self-presentation is an integral part of the stories'
indexicality since it is at the heart of both the functions
(purposes) of narrative communication and the construction of
narrative worlds. Narratives are one of the most instrumental
devices for social actors to pursue their agendas, achieve
interactional ends and, generally, perform actions. One such
action, central in the storytelling of numerous cultures, is that of
self-enhancement (i.e. self-aggrandizement, self-foregrounding).
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In Greek stories, it is intertwined with performed deliveries.
First of all, the sense of proximity and dramatization make this
inherently face-threatening act as little threatening as possible
by securing the addressees’ sympathetic alignment with the
story's figure. The figure in turn presents the narrator in a
positive light. Similarly, the dramatization of voices usually
embeds the self-enhancement in the role of the author (i.e.
characters in the story responsible for the talk) and not the
storyteller.

This shifting of positions is very effective for self-
presentation: it is, once again, through the capacity of the
author and the principal that the teller's position is enhanced.
More importantly, proximity underscores the current relevance of
the self-enhancing events and situations: it allows their
presentation not just as a part of a narrative world, a world
which is gone and forgotten, but as an integral part of the
conversational here and now. In this way, it helps the narrator
as a conversationalist to forge alliances with the audience. The
following brief story of self-enhancement will serve to illustrate
the above:

(4) Hpbave oce po édon ocepds KATw .. KATL dyyloy,
>Hrave kavd mevTdpt dTopa<, kau Tdpa pas Pplokouve
oe¢ pia: katdortaon epd:g, Smou éxoupe opyavdoel
Tpamélt, Ia Tnpodna cwpds exkel .. céva Tpaméll, 1Q
waprConkd, Ta kpéata. Tous AMw eyd, pn pas mepvdve
€8 .. Mo ou dvBpwmor, va vTous Bdloupe pia
pnpléra va o¢dve, fcorlda elvar, var pe Nve, kard
Aes, Eeorlra ANéve, va vrous Bdioupe. KourdéTe .. Toug
Mo, edTe va odpe, éxoupe pa ouyKevTpwoolla, Kdbe
TTapackeur ouvnd{loupe va kdvoupe .. Tétowa, &épeTe
vrpomarol oTny apxd, perd and 8éka Aentd, apy(-
fouve >Tig gyKaAMES Ta puad Tis umipes xdivekev<,
TdzdAa, TO:dra. Méxpl To dAho BpdSu wotpodvrayv.

At some point some English people came down to us (i.e. the
narrator's colleagues), they were around five people, and now
they land on us having set the tables for lunch (the colleagues had
organised a lunch party), heaps of cutlery at the tables there,
steaks and meats, [ tell them (his colleagues), we don't want the
people getting the wrong idea about us (i.e. about our generosity),
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let's serve them some steaks, it wouldn't be on not to, they tell me,
yeah you're right, it's not on, we'll give them some. I tell them (the
English) look, why don't you join us, we have a bit of a gathering,
we always have one on Fridays, at the beginning [they were] shy
you know, ten minutes later, they start hugging and cuddling us
and having Heineken beers, pissed, completely pissed. They were
in bed after that for a whole day.

In simple terms, the self-enhancement of this example lies in
invoking the values of hospitality and filotimo, stereotypes of
the Greeks. Their manifestation is set in motion by the narrator's
suggestion to his colleagues to treat the "foreigners" hospitably.
These are presented as very grateful recipients of this
hospitality: hesitant and shy at the beginning, as North
Europeans stereotypically are, but later on warm recipients of
the friendliness and hospitality, which was initiated by the
narrator. The narrator here seems to be trying to cast a positive
light on himself (as the story's figure) by means of strategically
employing cultural stereotypes. This is characteristic of
numerous stories in the data, that is, linking their tellers'
presentation with a closed set of social actions, roles and
attitudes. Such values have often been characterized in the
literature as the stories' "cultural grammar” (Polanyi 1989).
They can be abstracted from stories "by what was most
interesting, storyworthy or compelling about their propositions;
the culturally salient material generally agreed upon by
members of the producer’s culture to be self-evidently important
and true” (6). They thus underlie the stories’ point or tellability.

In the Greek stories, the list of tellable themes and topics in
most cases invokes a set of values which could be characterized
as "traditional". For instance, an overwhelming 80% of the
personal stories are family-oriented stories: they narrate
incidents concerning the narrators' (immediate) family and their
point revolves around family life. This means that the
experiences arising from it are projected as inscribing personal
experience. Happiness or unhappiness within it are instrumental
to the narrator's happiness or unhappiness respectively. In
addition to this, there is a dominant tendency in the data to
invoke kinship-oriented themes and, in particular, the
distinction between in-group and out-group in various forms,
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which are beyond the scope of this discussion. Here, it suffices to
say that the in-group is almost unexceptionally conceptualized
in terms of the narrator's immediate or extended family while
the out-group is variable, shifting and dependent on the
narrative context. The distinction between the two is normally
invoked with the aim of strengthening and reaffirming the
value system and identity of the in-group. If the above is
combined with the social drama which the stories create
through their constant animation of voices, we get an overall
picture of an anti-personalist or highly interpersonal
construction of meaning and conception of self in the stories.

The above core elements of the stories' "cultural grammar”
are particularly interesting for their role in indexing participant
relations in conversational encounters.> They show how
discoursal choices can invoke as well as be shaped by shared
sociocultural codes; also, how this relationship can be turned to
the service of social projects in which the participants of a
speech event are engaged. A further illustration of this is the
following extract from a female narrator's story about the
purchase of a flat. In the context where the story was told, the
narrator, who had recently bought a flat with her husband in a
posh neighbourhood of Athens, was asked whether it was worth
buying something so expensive. She immediately tells the story
to justify and cast positive light on their choice:

(]) ... roundv PAémoupe ekel .. Ty dpa mou ¢eldyape,
pa .. adol I'kidvn .. Tdde TnAédwvo, To malpvel o
oopds, Mer autds, Todtn TN omyur Sev éxw .. AMe,
apyel va ylvel. Tou Ael o Oupds, mauddin pov, pimws
cloor andé To Kakolpy, Aer .. dxa, yiarl; yatl epels
elpacte andé wkelva va pépn, epels elpacte and Tyv

4 For details on the encoding of an anti-personalist view of meaning in
dxscourse and its association with speech animation see Duranti 1993.

5 This indexicality is not reducible to sweeping cultural conclusions.
Ethnographic studies have shown that Greek society is complex and
questions widely held assumptions about the polarity between urban-
rural or modern-traditional. Thus, it cannot be characterized with
opposite poles of dichotomies such as traditional vs modern or collectivist
vs independent (e.g. Faubion 1993, papers in Loizos and Papataxiarchis
1991).
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ArovioTawva, Tou Aéer autds, EAA 8w Tou Me, eloa
capatoyevvnpévos, Ba oce ¢TdEw Tou Aéer, épyopon
Tou Ael o Oupds. ZInkwvépaote kar mdpe, Pdyvovras
Tdpa, 8do m dpa To peonpépr, mdpe, Qe TO TOU TO
Baémnoupe To Srapépropa, pelvaye, pelvaye. Aowndy Tou
Mpe, oe Buo dpes pmopolpe va:, kard Tis Téooepis va
To Soldpe, ywatl va ¢époupe kar Tous Oikols pas.
dépvoupe TNy KouvdBa pou, €pxXeTar KL o Koupmdpos
pas o AnpiTpus, kav n adepdr pou n Bdow, pe To ToU
7o e{8ave autol, Aéve .. kabloTe kdTw Kan KheloTe To,
Térowa auty 8¢ Ba EavaPpelte ...

... 50 as we were leaving we see an ad for "Afoi Gioni", ring such-
and-such a number, Thomas calls them up, he says, we haven't got
anything at the moment, it's still in the pipeline. Thomas tells him,
matey you ain't from Kakouri, he says no, why? 'cos we are from
those parts, well we are from Alonistena he tells him, well come
here, you were born "on a Saturday” (born lucky; blessed by the
stars), I'll sort you out, I'm coming Thomas tells him. So we go
down there, hunting around at two o'clock in the afternoon,
when we laid eyes on the flat, we were gobsmacked, gobsmacked.
So we tell him, can we in two hours, can we come back at four?
we want to bring our relatives. So we take my sister-in-law with
us, Dimitris our "koumbaros" (best man) comes along too, and my
sister Vaso, when they saw it they tell us, sit tight and strike an
offer, flats like this don't grow on trees ...

As in example 4, in the above extract too shared codes are
strategically employed as vehicles for the narrator's self-
presentation and as modes of action in the teller-audience
interaction. It is interesting how the in-group agenda lurking
beneath the events narrated serves this purpose. The narrator
seems to be suggesting that it was because of her husband's
common origin with the estate agent that they managed to
purchase the flat. In view of the cultural codes that she assumes
she shares with the addressees, the purchase is contextually
cued as a successful and fortunate event. Additionally, a whole
army of relatives including the koumbaros (best man) come to the
flat as advisors on the purchase. The narrator's agenda when
invoking such values is to diffuse responsibility for the purchase
from her husband and herself to the social drama with
relatives: these are the authors, responsible for the praise of the
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flat. Their views are lent validity by their association with the
symbolic and cultural capital of kinship values. The proof for
this is that stories like (5) do not backfire in the contexts in
which they occur. They are tellable as long as the audiences
treat them as tellable.

Gendered aspects

The strategic use of sociocultural values, attitudes and stances is
also evident in the communicative styles of self-presentation
which index the storyteller's gender identity. In terms of the
nature of indexing, this is a constitutive relationship. The
linguistic features in question do not directly and exclusively
index gender. They rather index stances and social acts, such as
the ones discussed so far, which in turn help to constitute gender
meanings. A first instance of how this takes place is the
discourse style of verbal aggression and adversativeness. This is
very much associated in the data with the male narrators' self-
presentation. It suffices to mention that half of the stories from
men revolve around the themes of contests and conflicts.® As for
the rest, it is very common to find instances of disagreement and
verbal aggression in the interactions which they encode. In some
cases, the whole narrative takes the form of an incident
involving an antagonistic verbal interaction or "duel”, such as
the example below:

(6) Mou Aéer mpoxBés o Tdoos o PoupeMdTnsg, Aes ya
Aayods pou Aéey, kdmu Myape exel mépa, aMd Se Ba
vrov éxels Beu To Aayd mds elvay, Tou Mw ge péva
T Aes autd pe Poupehdtn Tou AMw, mdue oTo omniTi

pe Tou Mw, ekaTd Y\dbes eyd .. Tou ANw, Bdhe kar
§éka coy Tou A, mdpe omity, av Sev éxw &do A
Tpers Tou Aéw, 8¢ Bupdpor kohd, Slo gTdVTAPT ToU

Mo, av elvol kdtw. ané Slo xdvw Tis ekatd YihdSeg,
av elvar évas Tou N, xdve Ts ekatd XdSes, av
elvar 8o Suws, Ba Tis KepSlow Tou Aéw T &éka Tig
Swkés oou. ITApe pe Tou Aéw. TTod: va Tohproel o
Pouperndtns va 'pBet! Ela pe Tou ANw. Tous elya

6 The association of conflict and aggression with the discourse style of
men is a common finding in the linguistics literature on gender differences
(see e.g. Tannen 1993).
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Spws eyd Tous &G0, mpoxés éywve aurd. TTou va 'plel
o Tdoos.

Two days ago Tasos Roumeliotis tells me, you're talking about
hares all the time he tells me (the narrator is a hunter), ‘cos we
had a discussion, but I bet you haven't even seen one, I tell him/
are you talking to me Roumeliotis, come on then, let's go to my
place now, I bet a hundred thousand drachmas, you place a bet of
ten, let's go to my place, where | keep two or three tell him (hares
that he had killed), I'm not sure, but it's minimum two, if it's less
than two I'll give you a hundred thousand drachmas, but if it's
two your ten thousand drachmas will be mine, let's go then I tell
him. As if Roumeliotis would dare! Come on then, I say. But I was
sure I had two (hares), this happened two days ago. As if Tasos
would come.

The verbal confrontation is a necessary component of all contest
and fight stories and normally precedes the physical part of the
conflict, as illustrated in the short extract below:

(7) ... kv mapeényeltar o kpnTkds, © KAAOOKES
KpTikés Snrady ce Tétowa pmap, 8o okordow kKavévay
Bpadidmika orpepa Aéer. Tov ykovrdw, S¢_6a 'can
Kadd Tou Aéw, ce mowov Té 'mes autéd Tou Aéw, OTOV
aépa Tou Mw, coe péva Tou Aw, ce mowov TS 'mes.
Alver olvBnpa o pdykas as molpe Kou Ta Aond,
epdpaviCovrar Téooepis mévre éron, epels ™y elxape
ndpel xapmdpt Tn Sovrewd ...

... and this Cretan gets annoyed, your typical Cretan who hangs
around in the bars, ] am gonna kill someone tonight he says. I look
at him, you must be mad I tell him, who are you talking to I tell
him, are you talking to the air I tell him, are you talking to me I tell
him, who are you talking to. The toughie signals to his mates you
know, four or five of them show up, we suspected this'd happen ...

Examples like (6) and (7) above verge on the grotesque in their
depiction of conflicts, in that they blatantly invoke a spirit of
machismo. Taking into account that such stories are not marginal
but part of the repertoire of stories told by "educated”
professional men, we could place them at the explicit end of the
continuum of narratives which serve the male narrators' self-
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presentation by means of a gendered agenda. As Shuman has
suggested (1986), the major functions of fight stories are very
often not representational: more stories are usually told than
fights are fought. This is a very relevant argument for Greek
men's fight stories and contests, which essentially function as
attempts to shape potentials in the social arena in which their
tellers operate. By invoking an agenda which is recognizably
gendered and by drawing on gendered stereotypes, men
storytellers promote their personal agendas in conversational
contexts: they reassert and reaffirm their position, present
themselves in a positive light, justify their actions, etc. As
shown so far, the participation frameworks invoked through
performances allow them to achieve this in the least face-
threatening way. Hence, they "can get away” with such stories
in mixed audiences.

On the whole, self-presentation in contest and fight stories is
interrelated with the ways in which men storytellers build the
audiences’ sympathetic alignments towards them. As a rule,
these are based on a male-associated solidarity and male-
bonding ethos. This is particularly evident in the instances of
"amicable” verbal aggression between friends which are very
frequently encoded in men's stories. The extract below
exemplifies this:

B ... pou Aéer o Idvvms, éaa pe T kKwAdvels, mdpe
andé '8d, pe Twdvvn Tou Aw &épw yo éTov dnwg
elpaoTte, pe mdnva abBAnTikd manodToila, KaATooUla ..
payid kor Timota dido. Eépeas Tdpa SpdTas, Tov
Wpdta Tns (ods pas. Adev .. owyd pe, TU KwAdveis,
koAdvers Tdpa; Sev ykoadvew pe Tidvvy, alkd eloan
oopapds Td:pa; Mou avolyer Ty undpra, dvre, dvre pe
dopiroudpyy pou Adel, pUn yRwAdvels pe, TU Koldvels,
pres péoa. Mnalve o eyd péoa ..

... Giannis tells me, come on, what are you 'fraid of, let's go this
way, I don't know Giannis I tell him, in this state, you know
trunks, socks and trainers and nothing else. You know, a real
sweat, completely soaked. Oh come on, whatcha 'fraid of,
whatcha 'fraid of, no I'm not afraid Giannis, but I mean are you
serious? He opens the door, come on he tells me, go on you wimp,
don't be scared, why are you scared. So I enter...
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This is a typical male interaction which involves a lot of joking
and teasing as elements of a sociable disagreement before
reaching agreement on a course of action. It can be argued that in
these cases the discourse style of adversativeness and dis-
agreement precipitates friendship, a sense of solidarity and
bonding.” This can be aligned with Tannen and Kakava's (1992)
finding that the Greek cultural style in conversations places
more positive value on dynamic opposition which is essentially
a form of sociability. On the basis of the sample of Greek stories,
we could argue that this sociability is more associated with men
storytellers' self-presentation and participant alignments in
conversations.

By contrast to the above, women's storytelling as a rule
exhibits a self-presentation which is based more on self-
deprecation (self-effacing). This commonly takes the form of
troubles-telling or stories of gaffes, embarrassments and fear.
Such self-presentation, as in the case of men's stories, is
constitutive of gender meanings. Once again, this indexicality is
mediated by stances and acts which bear on the participation
framework of conversations and the creation of participant
alignments. As a result, it is rather inappropriate to view it as
an exclusive and direct relation. This means that self-
deprecation (i) is an unmarked but not unexceptional case in
women's storytelling, (ii) can be found in men's storytelling as
well and (iii) is not necessarily a direct index of women story-
tellers' gendered position in the society. The contextualization of
self-deprecation suggests the multi-functionality of the choice.
As is the case with men's self-presentation style, it, too, is
associated with modes of strengthening solidarity and soci-
ability between tellers and audiences in conversational arenas.
Thus, in numerous cases, it is a vehicle for enhancing women
storytellers' profile in the conversation. We can see how this is
achieved in the following example:

9 Eyd ma dopd étuxa oce TabuTly TopvooTdp, Tpels
n dpa oto XardvSpr .., 1§ orn Néas Zpdpvws. E .. pe
ouvoBeder kdmolos oTo Toél, omdre Aw evrdfer, Ba

7 For a discussion of how conflict and verbal aggression can precipitate
solidarity in certain conversational contexts see Tannen 1993.
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kdTow prpooTd, 8¢ pol 'koPe ST Ba 'par pdévm  jov,
uln eyd ev T petafld, kaBétt perd andé Selmvo >8ev
Epw KL eyd m<, Eekwvdpe exel, avdBoupe TOLydpo Ki
ot 8do, >ndls oe Ave T kdvels Tu omouddleis<, Mo
eyds .. 8éaTpo kar kwnpatoypddo, Aéer. a Mel .. éxw
Souléser KL eyl oTo owepd. Tov yroiTdlw Kohd kaAd,
Mo oTo owepd; T kdvate; Meu va, pa pépa Bdlw
oto Tafl pou éva vrimo, éva Aéer W
oknvoBéTn, o omolos pou ¢ftnoe va maléw oec Towvia
Tou, Aw eyd TU oknvodérns vTav aurds, molog
oknvodérng; T Tawla; pou Aey, va pou ANe, va .. o€
kdm. mopvotawvies rrtave. (he he) Téros ndvrwv, eyd
ekelvn v dpa AMw, wy Bcoldn pou mou épmieéa;,
T petadd ekelvn Tnv dpa mépter KATAPAMENO
davdpt, kékkwvo. Kav pou kdver étovr pla, mdver yepd
To pmouTt, Kot pou Adel, eyd pou Aéer elpon 1AV
vepds oTov é€pwTa, Kau mola Aéte frav m andvinoi
wou eketvn Tn omypnd; umpd:Bo, pmpd:Bo. (he he) Na uy
pou kel va mw Timota diio! (he he). Téros mdvrTwy
exel Mo Ba To maléw mapBevdémm, kau va Tou Aw,
kou Eépete éxw apyroer, ou Sikol pou éyouve avnou-
xfioer moAd, (he he) k. éxouv avnouyxioel md:pa TOMY,
kou Ba pe mepipévouve ki autd, Kau mpémel va yuplow
voriyopa omity, yatl Ba eomouioouv aoTuvoples, Kai
va kdve Térowa. Me ta xlha pa Tdve omiti povu,
Tou AMw va pe oTapatioer pia molukatowkia TIpLYy,
étor énws érpepa and To $SBo pou, kar pmalve orTn
Sumiavy] molukartowkia, kot Tov éBhema aurdv pe TO
Tafl exel mépa, meplpeva, mepl:peva, Toolkou Toodkou
ébuye autds, petd matdw ki eyd pa Tpexdia. Koid
petd {drkava kav véa Praxkela, va mw JAn Ty wropla
otous yovels pou, oi omolot pe xovtdlave oTo éToL

I once chanced on a porn star cabby, at three o'clock in the
morning in Halandri, or was it in Nea Smirni, a friend walked me
to the taxi, so I say (to myself) fine I'll sit next to the driver, |
didn't think that I'd be the only passenger, me wearing now a hot
mini skirt, because I'd been to a dinner-party. So we set off, we
both light a cigarette, what's your name, what do you do, what's
your subject, I say I study theatre and film, he says I've worked in
the film industry, I give him a good look, I say really? what did
you do? he says one day I pick up this guy, a fantastic director,
and he asked me to act in one of his movies, I say which director,

37
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which movie, well some pom flicks, well at that point I think oh
my god, what have I got into, meanwhile the bloody light changes,
red, and he does this to me, grabs my thigh tight, and tells me, 'm a
real stud in bed, and what do you think I answer, good for you
(he he), I can't believe I didn't come up with anything else (he he).
Anyway at this point I decide to pretend I am pure as snow, I tell
him my parents must be worried sick (he he), and they must be
worried sick, and they'll be waiting for me, and I must go back
home before they call the police (he he), and saying stuff like that.
At last we manage to get home, I tell him to drop me off one block
of flats before mine, I was so scared at that point, and I enter the
building next door, and I could see him in the cab over there, and I
waited and waited, a bit later he slowly pulled away, and 1
sprint off. Well then I put my foot in it once more, I told my
parents what had happened, who were looking at me like this.

The example above is typical of many women's stories in the
data which draw on gender stereotypes to construct the
narrator's "figure" as a frightened creature, unable to defend or
assert herself when confronted with difficult or embarrassing
situations. In this case, the choice of self-presentation can be
understood in the light of the context where the story was told.
Self-deprecation, a tellable theme for a woman's storytelling,
allowed the narrator to achieve a humorous and successful
delivery judging from the audience's uptake and the fact that
the story set the pattern for a whole storytelling round from the
rest of the women in the company. This storytelling round
changed the balance of the whole interaction which, up to that
peoint, had been monopolized by the two men's storytelling.
Furthermore, the self-deprecation of the story's figure
ultimately served the self-enhancement of the storyteller in the
conversational setting. This self-enhancement mainly relied on
strategic recasting of gendered stereotypes and positions (e.g.
taxi-driver flirts with female client, woman invokes the
protection of her family when confronted with a man's advances,
etc.).

While the discussion of this section has by no means
exhausted the topic of the stories' indexing of gender, it has
demonstrated how the tellers’' self-presentation and their
relationships with the audience in conversational contexts are
shaped and mediated by social acts and stances larger than the
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projects they are momentarily engaged in. In addition, it has
shown how differences in men's and women's styles of self-
presentation are preferential choices which achieve inter-
actional goals for the social actors by drawing on culturally
gendered positions.

Conclusion
This paper has focused on Greek conversational narratives, a
discourse type which, though unsensational, is a central
communication mode and at the heart of everyday interactions in
Greece. The aim of shedding light on the indexicality of its main
linguistic choices seemed timely in view of an apparent need to
(i) investigate oral discourse types in the Greek "orality-biased"
society and (ii) contribute to the growing body of sociolinguistic
studies which are vital for establishing interpretative links
between linguistic usage and sociocultural processes in Greece.
The notion of indexicality was chosen as a conceptual tool for
analyzing the social potential of discourse construction, in line
with current thinking in research on text-context interaction. The
starting point of the discussion was the finding that the essence
of the Greek stories' textuality lies in the creation of a
performance which is based on a specific set of linguistic devices.
The argument was that these devices are essentially modes of
action and strategies in their communicative contexts. As such,
they index the roles and functions of the storytelling activity,
the storytellers' sociocultural identities and their relationships
with the audience. The above was mainly demonstrated through
a focus on how performances serve the storytellers' self-
presentation and, by implication, their alignments with the
audiences. It was found that, in order to create sympathetic
alignments with the audiences and a wide base of support for
their views, storytellers capitalize on the participation frame-
works which narrative performances create. In addition, they
strategically employ social and cultural stereotypes which point
to a kinship-oriented and interpersonal construal of meaning.
These are also involved in a constitutive relationship with the
storytellers' gender identity.

Since any text's indexicality is multi-faceted, the discussion
has covered only salient indexing properties of the stories. Its
aim was to show how new light can be shed on linguistic
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strategies when they are linked to social and cultural projects.
For the Greek stories, this meant that their performance choices
are not just the sum of linguistic devices, the exponents of a
dramatic style or even the intelligent choices of individual
tellers. They are rather the main vehicles for the stories’
indexing of their immediate and wider context. Furthermore,
their patterning and un-markedness are not just an impressive
stylistic statistic. They are also a key to the understanding of
how performances systematically act as resources or context-
ualization cues for participants in their everyday interactions.
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