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Introduction

This paper is part of astudy that amsto explore (a) the stylitic, (b) the generic and (c) the
socidly-stuated nature of contemporary American Crime Fiction. The study directly explores
the three aspects of deviation that this genre exploits: stylistic deviation (in congtructing the
mind syle of criminds, in particular), literary deviation (in chalenging the boundaries of the

crime fiction genre), and socid deviation (in defining the nature of crimina behaviour). In the
paper, | conduct an investigation into contemporary crime novels by James Peatterson, Petricia
Cornwdl and Michad Conndlly, and explore the way in which these novdigts
correspondingly challenge the boundaries of (&) language, (b) the crime fiction genre itsdlf,

and (c) acceptable socia behaviour.

Section 1 Background to the Novelists and Theoretical Frameworks isfirstly devoted to
justifying my choice of these three specific novelists and each of their corresponding series
for analyss. It establishes the connections between the three remaining sections of the piece,
and goes on to define deviation linguigticaly, aswdl asin generic and socid terms. It findly
attempts to reved the ways in which the three authors specificaly can be used to illugtrate the
genre' suse of deviation to exemplify themesin language, genre and society. Due to the word-
limit, I will look & one author in terms of one type of deviation only, but will illustrate why
each author has been correlated to each of these types of anadyss.

Section 2, Linguistic Deviation, is devoted to the stylistic nature of those extracts of
contemporary American Crime Fiction that alow access to the crimina’ s consciousness. This
section primarily focuses on Gary Songi’s crimind mind, a serid killer that festuresin two
contemporary novels by the celebrated crime writer James Patterson, namely Along Came a
Sider (1993) and Cat and Mouse (1997). Both of these novels are part of the author’s
celebrated series featuring detective/psychologist Alex Cross in addition to sharing the same
villan— Songi — a psychopathic madman who engages in crimind actions that range from
kidnapping to murder. Cat and Mouse (1997) further festures Mr Smith, an equally dangerous
madman terrorizing Europe, and his crimina mind is o portrayed through extracts that
alow accessto his viewpoint, and whichwill also be andysed.

| will directly investigate the nature of the figurative language employed in those extracts
portraying the criminad consciousness, and argue that both criminds’ figurative
conceptualisations of experience appear to be motivated by underlying metaphorical schemes
of thought that congtrain, even define, the way they think, reason, argue, and carry out their
crimina actions. More specificdly, | shal be consdering some of the “sustained metaphors’
(see Werth) employed in these extracts, meaning ones that provide a sustained frame of
reference, as well as means of thematic coherence.

Section 3, Generic Deviation, is devoted to the past and current literary nature of
contemporary American Crimefiction. In addition to looking into chenging definitions of the
detective genre itsdlf, the section will investigate the rules and congraints that have
underlined its evolution, and discuss the formulaic regularities that contemporary American
Crime Fiction has been argued to employ. Thislatter genre (or some may argue, this sub-
genre) can be said to work under the congtraint that there is a certain formula to be followed,

Working With English: Medieval and Modern Language, Literature and Drama
1 (2003): 1-15



2 © Christiana Gregoriou

one which need congst of asat of sructurd congants, in combination with an indefinite
number of variables, to make any such novel worth reading.

The section directly focuses on the work of Petricia Cornwell, and that series of hers
featuring Dr Kay Scarpetta, the chief medica examiner of Richmond, Virginia | shal be
looking into defining the police procedural genre that this series can be said to belong to, and
exposing some of the features that areader of this series should expect to encounter.

Section 4, Social deviation, isfinaly devoted to defining the neture of crimind
(abnormal) behaviour by looking into the rule breaking of the social perspective of
abnormdity. It explores the factors of norm violaion and argues that an important function
that may modify the reader or audience' s reaction to the violation is the role or status of the
rule-breaker. The section focuses on the work of Michagl Conndlly and the adventures of Los
Angdes police detective Hieronymus (“Harry”) Bosch who is the protagonist of the series,
condantly unravelling mysteries and discovering killers. The detective will, additiondly, be
argued to take the position of the crimina’s double in the series. He most often appearsto
sacrifice hisindividudity and persond life to hiswork, and does so in his attempts to
“undergand” the criminas he pursuits; by thinking on asmilar mode as the criminds, Harry
believes that he can predict their next move, and often succeedsin doing so.

The section further congiders the ways in which contemporary American crime noveists
come to chalenge as much as possible their readers expectations as to the so-caled normal
and abnormal aspects of behaviour. | investigate, for instance, the types of abnormadity that
are utilized in Michad Conndlly’s Harry Bosch series, since such authors congtantly find
themsdvesin the pogtion of inventing new ways of conducting crime. In other words, | argue
that old-fashioned definitions of abnormality have come to be challenged to a great extent,
that most crimes conducted are sexudly charged, and that murder especidly is no longer as
smple amatter asit used to be in the early decades of the genre.

1. Background to the Novelists and Theor etical Frameworks

| particularly chose to focus my area of andys's on those Crime Novels that are contemporary
and American in origin firgtly because | wanted to work with texts that are gpt for comparison
and andyss. In other words, | did not want to andyse novels that vary agreet ded asto the
time or context in which they were produced. | additionally acknowledge that American
novels of this sort have a wide-reaching readership, perhaps even wider than their
corresponding British ones, and chose these specific authors due to their internationa acclaim
and worldwide successin both recognition and sdes (though my analysis need not be
misinterpreted as an attempt to value or criticize the works).

In an attempt to find a best-sdlling chart of Crime Noves for the specific period of early
the year 2002, | came across an amazon.com chart
(http://mwww.crimsonbird.com/fiction/mystery.htm - as on 18-01-02) of the top 200 or so
novels sold over the Internet worldwide, and chose to focus on the paperback mystery chart as
paperbacks are chegper and easier to sH. | thereafter limited myself to American novelsfrom
the chart and, in choosing among the various American novelists, narrowed my andysis down
to that of Patterson, Cornwell and Connelly on the basis that these three have at least three
noves from each of their corresponding series attached to the list itself.

Even though other American noveligts from the chart aso shared the same criteria, | felt
that the former three specific American writers work fitted my definition of what congtitutes
acrime novel best; the genre that | have so far referred to as crime fiction is taken to include
detective gories, and not spy narratives, comedy-crime or romance-crime stories, mafia
novels or mysteries. The sort of sories| will be looking &t, that is, are to do with the detection
of amurderer, regardiess of whether it isa police officer, a private detective, or someone else
doing the detecting. Further more, the sort of definition | adopt for crime fiction narratives
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coincides with that definition Priestman (2) adopted when defining the detective thriller; a
past event of murder gets to be resolved, and yet a present action of eventsisfollowed (see
section 3 for other definitions of the genre). | dso define crimefiction as atext that combines
two forms of suspense: the desire to know “whodunit” aong with that suspense derived by
the fear that whoever it was might repeat hisher crime (thet is, there isa seridity to the
killings in these authors work).

Findly, despite the Smilarities that the chosen novels exhibit (as to the nationdity of
their writers, the tempora context in which these were produced, the acclaim that these have
atracted and the fact that these coincide with my definition of crime novels), they
samultaneoudy exhibit arange of interesting differences the main of which isto do with the
novelists choice of detective,

The protagonist of the James Patterson seriesis Alex Cross, a black homicide detective
with a PhD in psychology thet works and lives in the ghettos of D.C dong with his
grandmother and two children. He is a good family man whose wife Maria has been killed in
adrive by-shooting, her killer not ever having been caught.

The protagonist of the Patricia Cornwell seriesis Dr Kay Scarpetta, the chief Medica
Examiner of the Commonwesdlth of Virginia. As Bertens and D’ haen put it, Scarpettais an
extreordinarily competent, high-ranking professiona who values her independent state and is
eadly equd to the malesthat surround her (170). The novels could be read in terms of
feminiam (i.e. the crimina dement and Medical Examiner’ s co-workers are amost
exclusvely mae), while Cornwell makes use of recent advances in forensic science o that
we have an exciting mixture of private investigation, police procedurd and medica clue-
hunting to add to the nature of the investigations she undertakes.

Finaly, Michael Connelly’s protagonist, Hieronymus (Harry) Bosch is a detective on the
robbery and homicide table of the Hollywood branch of the L.A. police department. Inan
andysis of the same series, Bertens and D’ haen argue that “Bosch is notorious for not fitting
in, for disobeying rules and regulaions’ (105), while later on they claim that this, in fact, has
been argued to contribute to Bosch coming across as “a contemporary reincarnation of the
classic private eye dropped into a contemporary police procedural” (111). In other words,
Conndly’s police procedura could be recast as private-eye nove through his maverick
homicide detective Bosch.

The theme that connects my three types of analyses of the novesisthat of deviation.
Devidtion is aterm that means different things for different disciplines, and | wanted to
explore the linguigtic, generic and socid manifestations of deviation in the genre a hand. In
the context of this piece of work, | take deviation to refer to the difference between what we
take to be normd or acceptable and that which is not. Although some writers (e.g. Leech and
Short) have tried to make a distinction between deviance and deviation (preferring deviance
for divergence in frequency from anorm), | shall be usng the terms synonymoudy.

Inlinguidtics, deviance refers to specid language usage, which in turn becomes
prominent and stands out in some way (Leech and Short 48). In terms of genre, deviance
could be taken to refer to divergence from generic rules as to writing within a specific genre,
Quedtions that arise include: how much variation or deviation is dlowed in the context of a
specific genre? How deviant need a crime nove bein order for it to develop anew genre or
ub-genre of its own? Findly, in sociology, deviance refers to abnormality in behaviour, and
in the context of the genre a hand, it is manifested in crimindity. It isin fact rather
conventiond to view criminas as deviant (see Foucault), but | intend to chalenge this socid
notion in the context of my andyss.

| choseto look at Patterson in terms of the linguistic deviation he exhibits when dlowing
readers access to the criminal’ s consciousness in away that the other two authors do not. In
other words, Patterson uses language to evoke the crimind mind, and the relevant section will
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be limited to the conceptua metgphors used within the context of the criminas
conceptudisation of their experiences. Cornwell will be anaysed in terms of the generic
deviation that her Dr Kay Scarpetta series manifests. It is a series that stretches the boundaries
of the genreitsdf, and that is why Cornwell has been specificaly chosen for this type of
andyds Findly, Conndly will belooked at in terms of social deviance mostly due to the
eccentricity of his protagonist.

2. Linguistic Deviation

As Gibbs argues, recent advances in cognitive linguigtics, philosophy, anthropology and
psychology show that not only is much of our language metgphoricaly structured but o is
much of our cognition:

People conceptudise their experiences in figurative terms via metaphor, metonymy,

irony, oxymoron and so on, and these principles underlie the way we think, reason, and

imagine. (5)

Thereis, he argues, consderable evidence for the inextricable link between the figurative
nature of everyday thought and the ordinary use of language. Thereis now much research
(Lakoff and Johnson; Turner and Fauconnier) showing that our linguistic system, even that
responsible for what we often conceive of as literd language, is inextricably related to the rest
of our physica and cognitive system (Gibbs 5).

Since language is not independent of the mind but reflects our perceptua and conceptua
understanding of experience, then it may be argued that when noveists employ deviant
linguigtic structures to portray the crimind mind, they are in fact alowing reeders accessto
the crimind’ s conceptudisation of redity, or mind style (for mind style, see Fowler; Leech
and Short; Bockting; Semino and Swindlehurst). By alowing readers accessto the crimina
viewpoint, we are hence being put in a position where we understand the criminds, share their
conceptua viewpoint and are even forced to sympathise with their behaviour and course of
actions.

Since crimind behaviour isitsalf unusud and unconventiond, it can be argued to be
somewhat demydtified vialinguistic deviation, aterm most commonly used to refer to
divergence from the norms of everyday language. Leaving aside for the moment the problem
of determining the norm, Short and Leech define deviance as a purely satistical notion, as the
difference between the norma frequency of afeature, and its frequency in the text or corpus
(48). Prominence is the related psychologicd notion, whereby some linguistic features stand
out in some way viathe effect of foregrounding.

Theterm figurative language is often used to refer to that language which is not to be
taken literdly. Leech considers metaphor, and aso synecdoche and metonymy under this
heading, whereas further cognitive linguists, such as Gibbs regard dang metaphors, hyperbole
or exaggeration, smile, idioms, proverbs, and irony asfigurative language aspectsin addition
to the ones that Leech consders. The term is here, however, Smply taken to mean
metaphorical language, metaphor being avery important or basic aspect of figurative
language. (For abroader anadlysis of Patterson’s figurative language in portraying the crimind
mind, see Gregoriou). Besides, as Ortony argues, there is atendency to view metaphors
themselves as “deviant”: they need be explained in terms of “normad” or “litera” uses of
language, and their main function isto provide an dterndtive linguistic mechanism for
expressing ideas — a communicative function (4).

According to Lakoff and Johnson, in metaphor there are two conceptua domains, and
oneisunderstood in terms of the other (e.g. loveis understood as akind of nutrient in “I’'m
drunk with love’, “He s sustained by love’, “I'm starved for your affection” and so on).
Creative individuas will often provide unique artistic instantiations of conceptua metaphors
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that partialy structure our experiences. In the Patterson novels, there seem to be a number of
such metaphors, which are “sustained” (see Werth) or “extended” (see Nowottny), that is,
which work in even more extended ways across the whole of both novels and giveriseto
related metaphors as well. Werth refers to such sustained metaphorical undercurrents as
megametaphors (323).

The firgt noticeable metgphor in the two novels of the Petterson seriesisthe Killers Are
Soiders metaphor. Sentences such as “He had spun his web perfectly” (Cat and Mouse 5),
“Mr Smith had to bend low to talk into Derek Cabott’s ear, to be more intimate with his prey”
(Cat and Mouse 7), “He had been Mr Songji — the Spider Man” (Cat and Mouse 26), and
“Then Sojeni was logt in his thoughts. His memories were his cocoon” (Cat and Mouse 30)
are usad to mark out the killer as an individua who is so disturbed that he even sees himsdlf
as aspider looking ou for victims to catch in his web. Even though this metagphor is rather
conventiond, it is used to such a great extent (note especidly thetitle of the first nove inthe
series-Along came a spider) that it may be said to be a“ sustained metgphor”. The main
Killers Are Spiders metgphor is daborated across the novels; the crimind’ s planning of the
crimesisthought of as the web, victims are viewed as prey, and the crimind’ s thoughts and
memories are his cocoon, the protective silky thread to be found around insects.

This metgphor is very closaly connected to the larger Killers Are Animalg/Insects to be
Fed metgphor, which further underlies the two novels under andyss. Examples from the first
novel in the series, Along Came A Spider, include “[H]e moved closer and closer to hisfirgt
moment of real glory, hisfirg kill” (3), “Here comes Mr Fox” (5), “He watched the blubbery
blob the way alizard watches an insect — just before medtime’ (100), “As he walked outside
to the car, he fdt like an anima, suddenly on the loose” (157), dl of which present the
crimina as an animal/insect out for search of food. The combination of smiles and metgphors
somewhat judtify the killings as necessities; the killer is presented to kill out of need for
aurvivd, just like an animal/insect kills to feed. Note especidly thetitle of the second novel
under analys's, Cat and Mouse which, as noted, raises the question of “who is chasing
whom”; though it is Cross who is once again in pursuit of Songji, Songi’s attempts at killing
Cross offer theimpression that it is Songji who is metaphoricaly concelved of as the hunter
(cat), and Crass the hunted (mouse). Smilar occurrences of the same metaphorical mapping
are further evident in this nove, as well: “The Cross house was twenty paces away and the
proximity and sight of it made Gary Songji’s skin prickle’ (3), and “Cats were such little
ghouls. Cats were like him” (49). According to this mapping, the killer is conceived of asthe
hunter on the loose, the (potentid) victim as the hunted - the (potentid) kill under
observation, the killing as the feeding, and the anticipation of the crime as the physica
reection the animals get to the killing; the growing of a smdl sharp point on the anima’s kin
(“prickle’).

Another megametaphor that is evident in both novelsin the seriesisthat of Criminal
Behaviour Is Play-Acting or Criminals Are Actors. There are many good examples of the use
of this metaphor in the first nove in the series, Along Came a Spider: “He thought of his
nickname at the school. Mr Smith! What alovey, lovdy hit of play-acting he' d done. Redl
Academy Award stuff” (49), “ And that performance was a classic. De Niro himsdlf had to be
apsychopath inred life’ (49), “Thiswas hismovie’ (52), “He sill had work to do tonight.
Masterpiece Thegtre continued” (54), “Gary lied, and he knew it was a pretty good one.
Extremely well told, well acted” (145), “He was another De Niro — no doubt about that — only
he was an even better actor” (183), “A specid performance for dl the kiddies and mommies’
(183), “He had another big part to act out” (370).

Smilarly, such metgphors are evident throughout Cat and Mouse; “What a handsome
couple they made, and what a tragedy this was going to be, what a damn shame’ (19), “he
knew every single move from this point until the end” (19), “The scene of the crime-to-be, the
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scene of the masterpiece theatre” (20), “they would be safely on board on their little

commuter trains by the time the ‘light and sound’ show began in just afew minutes’ (27) and
S0 on. As can be seen from these examples, the narrator appears to adopt and elaborate on the
Criminal Behaviour |Is Play-Acting megametaphor. The criminas and victims are viewed as
actors, the crime-sceneis viewed as the stage for play acting, the crime atragedy, and the by-
passers or people who learn of and are terrified by the crimes as the audience to be amused/
entertained.

Once again, this megametaphor appears to be closely connected to yet another metaphor
inthe series, that of Crimes Are Games. Examples of this metaphor evident in Along Came A
Soider include “Let’'s Play Make Bdieve’ (1), “It' stime for more fun, more games’ (171),
“This was the most daring part of the whole adventure’ (180), and “He was playing
policeman and it was kind of neat” (394), and examples from Cat and Mouse include “Y ou,
Derek, are a piece of the puzzl€’ (8), “He had outdone the legendary Charles Whitman, and
this was only the beginning” (48), “Victory belongs to the player who makes the next-to-last
mistake’ (48), “Make no mistake about it. | will win” (55). According to this metaphorical
mapping, the criminals and detectives are thought of as players, the pursuit of the crimind as
an adventure/game, the criminad who gets away with it awinner, the completion of acrime a
victory, and the crimind behaviour as plain childish fun.

Onefind extended metaphor to be here anadysed isthat of Criminals Are Machines.
Petterson el aborates on this metaphor to once again bring out inhuman undertones to the
crimind course of action in the two novels. Examples from Along Came A Spider include
“Gary was like a programmed machine from the moment he spotted the police” (170), “He
was completely wired” (180), “red high-wire suff” (180), and ones from Cat and Mouse
include “ Just to look around, ... to fuel his hatred, if that was possible’ (4), and “His murder
would dectrify the town” (7). According to this metaphorical mapping, criminas are viewed
as machinesthat carry out ther vicious intentions, the criminas hatred is thought of asthe
fud, the pre-planning of the crimes as the maching s programming, their criminal behaviour
as the eectricity generated by the machine,

The use of such conceptud metaphorsin the Patterson series overd| establishes the
caiminals asaspecid kind of human species, onethat is driven to crimindity because they
fed it isnecessary for them. Just like animds hunting to be fed, criminds are “judtified” asa
gpecies that cannot help but kill in order to survive. At the sametime, crimind behaviour is
presented as “viewed” by an audience of common people who seek entertainment; in this
sense, crimind behaviour forms part of the socia structure, and iswanted rather than not.
Findly, criminas are players like children engaged in games, and are ones who act on
“inginct”, like programmed pieces of machinery, lacking common human logic and mords.

In the next section, | will be looking a a different type of deviation, that which | refer to
as generic, in order to establish the formulaic regularities exhibited in the Patricia Cornwell
crime series.

3. Generic Deviation

During the Golden Age of detective fiction (usualy claimed to be the 1920s and 1930s),
severd authors published more or less humorous rules on how to write detective stories
(Bonnemark 46). A good exampleis given by Knox (1739), who offered “Ten Rulesfor a
Good Detective Story”:

1. Thecrimind must be someone mentioned in the early part of the sory, but must not
be anyone whose thoughts the reader has been alowed to follow.

2. All supernatura or preternatura agencies are ruled out as a matter of course.
3. Not more than one secret room or passage is dlowable.
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4. No hitherto undiscovered poisons may be used, nor any gppliance which will need a
long scientific explanation at the end.

5. No Chinaman mugt figure in the story.

6. No accident must ever help the detective, nor must he ever have an unaccountable
intuition which proves to be right.

7. The detective must not himsdf commit the crime.

8. The detective must nat light on any clues which are not ingtantly produced for the
ingpection of the reader.

9. Thegupid friend of the detective, the Watson, must not conced any thoughts which
pass through his mind; hisinteligence must be dightly, but very dightly, below that
of the average reader.

10. Twin brothers, and doubles, generdly, must not gppear unless we have been duly
prepared for them.

Though these rules are intended to be rather humorous, they, in fact, can be said to be
prohibitions, or rules of an exclusive nature. That is, in the 1920s, only those stories that
adhered to these so-called ruleswould quaify as*good” detective sories. Theserules, in
other words, represent a summary of the generic features of detective stories, in the form that
these were produced during that period of time.

Other sets of rules have been put forth by Van Dine which, though fundamentdly the
same as Knox' s, clearly make a distinction between obligatory and optional elements, and,
according to Bonnemark (46), stress the necessity for concentration in that there must not be
severd detectives. As Van Dine (192) putsit, there must aso be no “literary ddlying with
Sde-issues, no subtly worked-out character analyses, no “amospheric preoccupations’.”

More recently, Bal argued that a mystery novel must accord to the following fewer
rules. (a) every clue discovered by the detective has to be made available to the reader, (b)
early introduction of the murderer, () the crime must be sgnificant, (d) there must be
detection, and (€) the number of suspects must be known and the murderer must be among
them (67). What, however, Bal fails to mention, is whether al these so-cdled rules are
prescriptive, descriptive, core, comprehensive, inclusve or exclusve ones. He, for instance,
falsto explain whether the rules he outlines are ones that a novel need adhere to in order to
be defined as a detective nove (exclusive rules), or whether anove adhering to acollection
of these would ill qudify (inclusive rules).

According to Roth, the challenge of the genre is covered by arule that supposedly
governs the anaytic or puzzle-solving branch of crime fiction:

It was only by dow degrees that the most important principle of the modern detective
story was isolated and generdly accepted: the principle which we know asthe “Fair-Play
Rule’. (Sayers 225)

According to Roth, this rule — that the reader must have as much information relevant to the
solution of the crime as the detective has — is played out according to afantastic scenario by
which various triumphant readers solve the mystery asthey read page 64, 91, or 113,
respectively, at which point the rest of the book becomes redundant to them (xi). He,
however, does confess to not be in the belief that detective fiction works thisway, as even if
thisisadeuded or overidedisad view of the genre, it implies akind of reading that is both
highly gratifying and diminished — and awork not worth reading in itsdlf.
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Mandel, on the other hand, defines this so-caled fair-play rule as a*“battle of wits’,
amultaneoudy unfolding a two levels: between the great detective and the crimind, and
between the author and the reader (16). According to him,

[i]n both bettles, the mystery isthe identity of the culprit, to which the detective and
reader dike are to be led by a sysematic examination of the clues. But while the sory’s
hero aways succeeds, the reader ought not succeed in outwitting the author. Otherwise
the psychologica need to which the detective story is supposed to respond is not
assuaged: there is no tension, suspense, surprising solution or catharsis. (1bid.)

In other words, Mandel argues that the detective story need achieve the reader’ s surprise when
the murderer’ sidentity is revealed, and with no violation of the “fair-play” rule, meaning
without chegp tricks such as the withholding of clues. And that is the case, snce he clams

that “to surprise without cheating is to manifest genuine mastery of the genre’. Mandd

himsdlf, however, comesto admit that reading such storiesis - infact - not fair play, but fake
play under the guise of fair play (48). Classical detective writing, he admits, is more of “a
game with loaded dice’, since the winner is predetermined by the author and, like the hunted
fox, neither the criminal ever wins, nor the reader ever outwits the author.

In any case, the rules presented above have certainly been violated, e.g. by the novels
belonging to the “Had-1-But-Known” school, so named by Nash, for instance whereby the
authors consstently conced clues from the reader. What, however, one need keep in mind is
that, as amaiter of fact, the flowering of the most successful period of detective fiction, the
Golden Age, developed as arevolt againgt the rules presented above (Bonnemark 47).

Bonnemark proceedes to outline certain content congtraints to the genre, which are to do
with the theme, plot, characters and setting of detective novels (48). In short, she argues that
murder isthe crime that is usudly investigated under the genre a hand, and that it istwo
storiesthat are told - that of the crime and that of its investigation. She adds that thinking as
opposed to action isthe main type of subject, and insofar as characters are concerned, there
need be a detective, avictim, and a perpetrator, and yet it is most usually the detective or
“commentator” (Dr Watson type) who focdizes events. Findly, Bonnemark clams that
though there are no condtraints on the setting of detective Sories, certain settings are
preferred.

Having sad that, even though crime fiction has moved astonishingly little in the past 100
years, it would be fair to say that the crime fiction genre has shown an infinite cgpacity to re-
invent itsdf:

It has added new categories, discovered new versions of saying the same thing, created

exciting new characters. It has kept up with the times, yet it till remains true to its roots

and ams. (Berlins2)

In other words, the genre' s rules and congtraints have come to change with the times. Crime
fiction, in its present form, no longer adheres to the rules or generic features of the
prototypical detective novel that started it dl, and may be argued to have evolved (Swales,
Genre Analysis 35), as a necessary response to a changing world. The so-cdled rules that
were on offer at the time, and most of which were exclusive rather than inclusive, cameto be
violated to such an extent that it is, nowadays, no longer possible to come up with a set of
features that al contemporary crime novels adhere to. Thereis, however, aset of formulaic
regularities that crime novels may be said to feature.

Porter argues that amogt al novels demand aform of “retrospective repatterning” asa
reader advances through atext constructing and reconstructing hypotheses concerning a
work’s meanings, and yet “nowhere does it occur with such formulaic regularity asina
detective story” (87). In fact, this concept seems to be smilar to what Emmoitt refersto as
frame repairing in her sudy of narrative comprehenson and frame theory (225). Emmott uses
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theterm frame repair to refer to instances where a reader becomes aware that they have
misread the text ether through lack of attention or because the text itsdlf is potentidly
ambiguous. Shein fact draws on detective fiction extracts hersdlf to stress that this function
does appear with extreme formulaic regularity in this genre specificdly. Similarly, Porter’s
use of “retrospective repatterning” seems to refer to this sort of repairing that readers engage
in when the hypotheses they formed as to the work’ s meanings come to be challenged. And,
Porter adds, it isthat desire of the reader to know which of these hypothesesis the right one,
that is stipulated by the author so that it functions as a* structuring force” (86).

Moretti argues that detective fiction is a genre that is not only disinct from novdidic
works, but even more so, is anti-novelistic or anti-literary (137). He clams that detective
fiction's objective isto return to the beginning, and that is o, astheindividud initiates the
narration not because he lives — but because he dies. He goes on to argue that detective
fiction’sending isits end indeed: its solution in the true sense, and further dates that, in the
terms of the Russan Formdids, it isthe crimina that produces the §uzet whereasthe
detective the fabula (146). Whereas the former term, attributed to the crimind, refersto the
story as shaped and edited by the story-teller, the latter, attributed to the detective, refersto
the story as amere chronology of events. Since it is the detective who reingtates the
rel ationship between the clues and their meaning, Moretti further argues thet the crimina
embodiesthe literary pole, and the detective the scientific.

On asmilar note, Todorov opposed the story of the crime to the story of the
investigation: the first ends as the actua book begins; the second dement islargely what we
read (44). Between the beginning and the end of the narration — between the absence and the
presence of the fabula — Moretti argues that thereisno “voyage’, only along wait, and
therefore detective fiction declares narration a mere deviation; since the fabula narrated by the
detective in his recongtruction of the facts brings us back to the beginning, Moretti claims that
“it abolishes narration” (148). The vdidity of this point of his, however, would depend on
what it isthat he means by “narration” and “story”, terms which he inadequately defines.

Oates seemsto be arguing on the same line, when claiming that “in this genre, more than
in any other, anticipation is dl, revdation, virtudly nothing” (38). Smilarly, Moretti dams
that detective fiction's scientific loftiness needs literary “deviation”, evenif itisonly to
dedtroy it: asolution without a mystery, afabula without a §uzet, would be of no interest
(247).

Overdl, there has been a critical mass of commentary thet relished the culturd inferiority
of detectivefiction; for example, according to Roth, some (such as Jameson 647) argued that
it was “formulaic”’, by which they meant mechanicd, or it was “convertiond”, by which they
meant inert or dead (8-9). According to the same source, detective fiction was dso said to be
abjectly repetitive in that it consisted of the same few stories written over and over, therefore
adhering to the same regularities, or somewhat condtituting variations of the same pattern.

To use Porter’ sterms, one can argue that whereas much of the serious fiction of our time,
often by means of amore or less explicit parody of the detective genre, has been committed to
the task of “defamiliaristion” , the detective story has pursued the god of “ perceptud re-
familiarisation” (245). In other words, the crime novel, whether English or American, can be
identified as an essentialy conservetive form. One, however, need keep in mind that it isthis
formulaic property of such popular literary types that congtitutes them as such.

As Porter points out, formulaic popular literature is so readable because the limited
number of story typesit containsis dready familiar to the average reader (99). Even more so,
he argues that both folk fairy tales and detective novels confirm that the reading of fiction
invariantly has something of the character of arereading. And yet an important point to make
a this sage isthe fact that this sort of “loydty”’ Porter assigns adults to have towards certain
authors of popular literature is not necessarily limited to crime fiction. Readers of other
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literary (science and romance fiction) or even nontliterary forms (cookery, sdf-help books
etc.) can be said to aso share this sort of loydlty to preferred authors.

In any case, Porter goes on to argue that if reading detective novelsis aways arereading,
it isarereading in which alimited number of structural congtants are combined with an
indefinite number of decorative variablesin order to make the familiar view:

Asin the equaly formulaic minor genre of joke telling, the audience’ s pleasure depends
both on being familiar with the structure of the whole and on not knowing the specific
outcome. The find solution of a crime, like a punch line of ajoke, is recognized asthe
predictable forma term whose actua content is gppreciated most when it comesas a
surprise. (99)

Porter here draws on yet another anaogy, that of crime fiction and jokes. He claims that both
genres work under the congtraint that there is a certain formula to be followed, one which
need consst of a set of Structurd congtants, in combination with a so-cdled “indefinite
number of decorative variables’. Not only does Porter, however, fail to define the nature of
these decorative variables, but he seemsto imply that these are as smpligtic as those
encountered in the minor genre of joke-telling. It appears to be the case that both genres share
the feature of surprise at the very end, one that is a definitive agpect of the genres, aso-cdled
“predictable formd term”, and yet the nature of which we are not to have access to until the
story’s very end.

Patricia Cornwell’ s work can certainly be used to pull these ideas together, asit in fact
exhibits a st of formulaic regularities. Her work can be classified under the police-
procedural genre which, Priestman argues, is one that usualy expresses dmost as much
interest in the way ateam of professonas, with various problems of their own, work together
asin the solutions of crime (29-30). Not only does Priestman claim that the crimes presented
in procedurds tend to be multiple rather than angle - for the investigators, several mgor
investigations are on the go concurrently -, but also the adopted “win some, lose some’
formuladoesin fact dlow awe come new level of redism into the genre (30).

Across the whole range of the author’s Dr Kay Scarpetta series, we expect the medica
examiner's post-mortem to revedl both the cause of desth and identification, if not at an early
stage of each novd, then certainly by the end of it. We expect her to go on a hunt for
information, which would eventudly lead her to the killer. At firg, the information she
gathers would seem rather digointed, only to eventualy fal into place, and readers may dso
be expecting to find the examiner herself and those she holds most dear directly in harm's
way, if not at mortal risk.

Readers dso expect that primary suspects are unlikely to turn out to be the killers, and it
ismogt likely to be the case thet it is someone close to the doctor hersdlf that would be the
perpetrator (such as a colleague or alover). Another evident regularity isthat of the seriality
of the killings, which has come to be inseparable from the excitement of the police procedura
series. According to Swales, seridity engenders a sense of pattern while withholding the
explanation of that pattern: “what seems random to the quatidian mind probably has
coherence for the pathologicd mind” (The Art of Detective Fiction xiii). Swaes argues that
seridity has come to be fashionable not only because it brings an urgency to the chasing of
the murderer a hand, but dso in that it brings out the issue of there being a pattern, one whose
judtification remains withheld up until the story’s end.

Findly, regardless of the vast number of structural congtants evident in the Cornwell
sries, it isthe combination of these congtants with an indefinite number of variables that
make the series so popular. Like the genre of jokes, the series features surprise a the very
end, a definitive agpect of the genre of crimefiction as awhole, the previoudy so-cdled
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“predictable forma term”, and yet the nature of which we are not to have access to until the
story’ s very end.

In the next section, | will be looking at the socid deviation exhibited in Connelly’ s Harry
Bosch series, in an attempt to establish whether [abelling criminals as deviant or abnormd, in
asocid sensg, isjudifiable.

4. Social Deviation

As commonly defined, abnorma behaviour is amost dways regarded as undesirable and as
something to be changed or modified, if a al possble (Miller and Morley 4). According to
the same source, studies published on abnormality are inversaly related to the frequency with
which that bnormdity or condition is encountered in the genera population (known asthe
reverse utility law). In fact, one important reason that has underlined recent studiesin
abnorma behaviour was the idea that abnormality can assst in the understanding of normal
behaviour and the processes that governiit: “potentidly, at least, the study of the abnormal can
test and improve our concept of normality” (Cole 15). It therefore seems gppropriate to
congder this notion under the heading of deviation, as the term has so far been defined asa
purey setigtica phenomenon.

According to Miller and Morley, studies of abnormality can be considered under three
main headings which condtitute the statistical, the departure from cultural norms and
subjective definitions (8). Types of abnormality have aso been divided into those that are
psychological and those that are social in nature. In this section, | will be concentrating on the
socid perspective of the condition, and the rule bresking thet comes with it. According to
Price, crimeisjust one example of aonorma behaviour that clearly violates agreed-upon rules
of any one group within a particular socid environment (others being perverson, drunkenness
or bad manners), whileit isworth pointing out that Price regards deviance as the response of
other people to the rule-breaker:

Deviance isaquality of peopl€ s response to an act and not a characterigtic of the act
itsdf. Primary deviance and secondary deviance are distinguished from each other to
refer to the fact that abnormal behaviour can arise in response to being labelled, or
hospitalised (secondary), or as aresponse of someinterna (primary) cause, such asbrain
damage. (146)

One interesting consegquence of adopting the socid perspective isthat considerably more
atention will be given to the social context in which the aonorma behaviour occurs, which is
aclam that has interesting gpplications especiadly in the context of the genre at hand. Since
an important function that may modify the reaction to norm violation is additiondly the role

or status of the rule-breaker, it is easy to see that the norm-violation any detective engagesin
would be far less damaging than that which the corresponding crimind would carry out.

For ingtance, in the context of Connelly’ s Harry Bosch series, the protagonist, though a
hero maverick, is aso aloner, adrinker, a smoker, and an insomniac. He has fought and
killed in Vietnam, and is often motivated by vengeance. Harry is often romanticaly involved
with criminds (in Trunk Music, 1997, he gets married to ex- FBI agent Eleanor Wish, who in
the novel makes her living asacard sharp), is hauled into court as the chief defendant in a
avil suit againg the LAPD (in Concrete Blonde, 1994, the family of the “ Dollmaker”, a
notorious serid killer who Bosch shot during an arrest three years ago, take him to court
under the alegation that Basch killed the wrong man — an accusation that becomes horrifying
plausible when anew body turns up that has dl the halmarks of a Dollmaker daying), and
even gppears as the prime suspect in acomplex case Terry McCaleb, afdlow detective,
investigates (A Darkness More Than Night, 2000). Despite this, the readers of the series can
be assumed to be far more tolerating of Basch's rule-bresking than any of that of the killers he
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pursuits, regardiess of the seriousness of the crimes and rule-breaking the detective engages
in, or isaccused of engaging in. Readers are, therefore, somewhat forced to be in sympathy
withthe detective, and can thus be accused of a certain bias.

This seemsto be in accordance to what Holdaway argues, when he clams that

srangdy, crime and criminass, deviants and deviance are phenomena we often fed able
to define clearly, despite the equally unclear boundaries that border legality and illegdity,
normdity and deviance. (Holdaway 1)

Up until the late 1960s, criminologists were attempting to explain crime and deviance in

terms of the differences between those who bresk the law and those who don’t, whereas
sociologigts have criticised this narrow view of the law and the inadequiate or sole dividing

line between deviant and norma behaviour (Holdaway 2-3). As Holdaway argues, deviants
are not by nature intrindcaly “different” from norma people, but are created by being

brought within a scope of law or some other rule applied to their actions. In other words, it
would be fair to argue that judgement of abnorma behaviour indeed depends on context,
biography and purpose, not to mention political convictions, and the genre does in fact expose
these issues extensvely.

To some other extent, the genre can be said to dter the socid roles of the detective and
the crimina so that the detective becomes the crimind’ s double. Connelly’ s detective figure,
for ingance, like a psychoandy4, often engages in trandference with the crimina, snce he
must identify with the latter in order to trace the path back to the origind trauma. To this
extent, the detectives are seen as somewhat taking up the role of artistsin that, like poets, they
surrender themsalves wholly to the work to be done (Moretti 142-3), whatever the sacrifice
may be. It might be for this reason that Bosch is most often presented to exude akind of tragic
aura; he appears to suffer viathis association he shares with those who are crimindly-minded.

Overdl, and as Roth put it, this notion of equating the detective with the crimind is by
now a commonplace (152):

In fact, the literary figure of the detective typicaly was and continues to be an
extraordinary, margina figure who frequently bears a closer resemblance to the crimind
he pursues than to the police officers with whom he supposedly collaborates. (Black 43)

That is, detectives come to understand their criminals to such an extent, that they are enabled
to predict their next move, but aso end up resembling criminasin character even more than
they resemble their own fellow officers.

| will devote the rest of this section to an analysis of the nature of the abnorma behaviour
Conndly’s criminds engage in. It seemsthat familiar motivations for murder - such as greed,
ambition and jedlousy - no longer prove adequate to account for the generic form, and
according to Swales, reason is, in every sense, brought to its limits— and to its knees— by the
force of unregenerate, frequently sexua, obsession (The Art of Detective Fiction xiii). In other
words, Swaes clamsthat the sexua charge that ssemsto lie behind much recent detective
story writing has come to make it not longer possible for the detectives to rely on traditiona
moativations for murder leading them to the murderers. The investigators come to ded with
crimind minds with no reason, oneswho are psychologically imbaanced and sexudly
obsessed, and therefore ones who are more difficult to trace than the old-fashioned criminas
of the genre.

For ingtance, in the context of Conndly’s Angels Flight (1999), the real murderer of a
twelve-year old girl turns out to be her father who has been sexudly abusing her, while
Bosch' s fellow police officers appear to have tortured the girl’swrongly suspected rapist and
murderer when under police custody. Similarly, in Concrete Blonde (1994), the “ Dollmaker”
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dayings are horrific, while Mora, Bosch's fellow police officer who specidisesin the porn
industry, turns out to be atwisted man who isin fact involved in child pornography.

Condusions

Inthisarticle, | have attempted to show that Contemporary American Crime Fiction exhibitsa
number of festures that could be classfied under various types of deviation. | examined the
linguistic, generic, and social deviation of novels by Patterson, Cornwell, and Connelly and
therefore illustrated the way in which the novelists challenge the boundaries of language, the
crimefiction genre, and acceptable socia behaviour.

| analysed a number of extracts from Petterson’s Alex Cross series and specifically
concentrated on the linguigtic representation of Songji and Mr Smith’s frame of mind. | found
that both criminds figurative conceptualisations of experience appear to be motivated by
underlying metaphorica schemes of thought that constrain, even define, the way they think,
reason, argue, and carry out their crimind actions. In other words, restricting mysdlf to
megametaphorica mappings, | found that the figurative aspects of the language of extracts
portraying the criminal consciousness revedled the poetic structure of the crimina mind.

| thereafter looked into the past and current literary nature of crime novels and traced the
genre' s evolution from the earlier decades of the Golden Age until now. | argued thet the
crime fiction genre has shown an infinite cgpacity to re-invent itself, and pointed out the set of
formulaic regularities that crime novels may be said to nowadays fegture. | also considered
the generic nature of novels by Cornwell, which can be dlassified under the police-procedural
ub-genre, and argued that in addition to the number of formulaic congtants the noves exhibit,
there is dso number of variables, such as that concerning the nature of the “predictable formal
surprise ending”.

Finaly, | devoted the last section to defining the various senses of abnormality, and
consdered the rule- breaking attached to the social perspective of the term. | discussed the
factors of the rule-bresking encountered in the genre, and argued that not only would the
datug'role of the rule-bresker determine the reader’ s reaction to the violation, but also that the
detective often takes the position of the crimina’s double in such novels. | ended by
consdering the nature of the abnorma behaviour encountered in Michadl Conndly’s Harry
Bosch series, and illugtrated that it is far more complicated than that of the older novels of the
Golden Age. Contemporary works exhibit crimes that are most usudly sexudly charged,
while the criminas who carry them out are presented as psychologically imbaanced, if not
monstrous.

Overdl, | found that deviance isaterm that, in addition to meaning different things for
different disciplines, remains difficult to define in the context of any one disciplineaswdl. In
fiction, the language of the criminal mind becomes noticeable not only because of the extent
to which it differs or deviates from the language of say, the detecting mind. It becomes
deviant due to the fact that it is attached to individuas which readers take to be deviant and
abnormd. Abnormals (i.e. criminals) are expected to conceptudise the world abnormally, and
in red-life criminas labdling as such may even contribute to their course of actions and
behaviour. Readers tend to tolerate, for ingtance, the detective' s socid abnormalities only
because these are attached to individuals we take to be normal.

Findly, the generic principles of Contemporary American Crime Fiction have come to
differ so much from those of prototypica crime novelsthat it isno longer possible to define a
contemporary crime nove (thiswas aso illudtrated by the greet variety of novesl
encountered in the amazon.com chart), hence anovel which a onetimeis dassfied under
one genre may, within a different context, be classified under a sub-genre or another genre
atogether. By en large, | found that deviating from a genre can be alot more subjective than
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deviating from societd norms and norma language usage. Further research need be
undertaken in order to establish connections between the three types of deviation, and arrive
a addfinition for the term deviance that would be applicable to awhole range of disciplines.
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