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viii Preface

primarily, or not only, concerned with the study of literary form a.nd narrative

,t'.,.t,rrá. Examples of such trends are theories of reading, variants of new

historicism, aná post-colonial studies. While much is positive in these

developments, there are also examples of the ignoring or marginalizing of

insights from narrative theory as it has developed in our century from

the 
"Russian 

formalists onwards. In some contributions to post-colonial

studies, for example, there is a tendency to reduce literary texts to relatively

stable carriers of ideological positions. But this is to distort and simpliý

both narrative Íiction aná the narrative fiction film, which depend for their

originality and significance as cultural documents on aesthetic form, and

o.r"the inlrplay of for* and content. Although we live in an age of post-

structuralism, it does not follow that insights accrued by formalist and

structuralist critics, without whose contributions narrative theory would not

exist, are irrelevant or useless' Ií as critics now tend to stress, reading is a socia|

activity that is influenced by the society beyond the author and reader, then it

is important to study narrative texts as diverse manifestations of such social

activity.
Another characteristic of recent developments is that, partly as a result of

the decreased differentiation between fiction and history' narrative theory is

being used to a greater extent in research which is not primarily (or not only)

conc-erned with literature. The link between narrative theory and film studies

has also been strengthened. Again, this kind of diversification suggests the

continuing relevance of narrative theory-especially if, as the- analyses in Part

II aim to d-o, we understand narrative inclusively as a form of textual dynam-

ics rather than as formalist schematization. Narrative is part of history, yet it

also contributes to historical processes from within. Narrative is dynamic and

changing, yet because the significance of its contribution to history and cul-

ture ň in"separable from the way in which it is produced, narrative needs to be

studied as form-as literary structure. It is to further investigation of this

question that this book hopes to contribute'

I should like to thank Scandinavian University Press for co-operation on

the Norwegian version of this book, and also for approving its publi-

cation by óxford University Press in English. I am most gratefu1 to Jon

Haarber!, who read and commented on both the Norwegian and English

versions] offering a number of constructive criticisms. Working with the

English text, I hid the pleasure of co-operating with Patrick Chaffey, who

has- translated most of lhe manuscript. I should like to express my thanks

to Patrick Chaffey for his kind assistance and professional comp€tence as a

translator. The person to whom I owe the greatest debt of gratitude is Jeremy

Hawthorn. In his constructive and academically inspirinS way, Hawthorn

read and commented on several versions of the manuscript: he is the best

scholarly contact I could ever imagine. I am also grateful to Per Buvik and

Atle Kittang, who read
Terence Cave, Andrew
professional publishinS
invaluable support.
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L2 Narrative Communication

to photography, on which film is totally dependent-and which it constantly

violates..I liked,, writes Roland Barthes iÁ Camera Lucida,'Photography in

oppositiontotheCinema,fromwhichlnonethelessfailedtoseparateit'
ií'urtt'.r rgsru,3, originul 

'-phasis)' 
In theÍerms of G' E' Lessing's classic aes-

thetic study t aokoon(rzó"iitt photography_like the art of painting, which

i"'''.'g ái',r"g.rishes fr;;po".i-i' á'rputial'a.t form' In a photograph the

elementsexistsimulta""o"tfyin'space'whereasfilmicelementsrevealthem-
selves to us sequentiarr|. wr'ut.huracterizes film is this chainíng of successive

irr"s.r, r. which film'lt.*porul dimension is superimposed on the spatial

dimension in the PhotograPh'
The special r.tutlonffitetween film-and photograph has led.such differ-

entfilmtheoristsasRudolfArnheim,GeorgeBluestone'AndréBazin,and
siegfried Kracauer ,o ,iuay film on the basirof its spatial and photographic

elements.Forafilmtr,eo.istsuchasSergeiEisenstein,ontheotherhand,time
(succession) i, p.i*ury in nf*' If onl places emphasis on this temporal

dimension, the linguisiic and narrative aspects of film become absolutely

central. As Gerald Mast Puts it:

Because cinema is a sequential process' it demands comparison with that other

sequential human p.".Ě.. *r'i.ri serves the purpose of either communication or

art_namely, turrguug..l;.t as verbal (or linguistic) structures can produce com-

munication bet*..r, 'u ,i.uker and a listener, as well as works of art (novels, poems'

and plays), the .in.-" .'n" u"th communicate information and create works of art.

The ,listener, (""di.;;i;;; ur'á".rtuna the statement of the'speaker' (the film's

director, produ.er, *ritát narrator' or whoever)' (Mast 1983: u)

If we link film communication to linguistic communication in this way'with

the French semiologist Christian Metz we can answer the question of what

film communication is as follows: film is a complex system of successive'

encoded signs (Metz ,yz+)''s'-iology'(or semiótics) means the study of

signs, and the *o.a i, upírin.. til-, *ňíe being a form of language,'is a hybrid

forminwhichthevisualaspectdominatestheverbal,andinwhichthesigns
become meaningful ;;;;iy by"irtue of themselves (whether they be spatial'

ffio*r, o. ouí..,ri' ú;; i'"'through the film context into which they fit.

Semiotics r.pr.r.n,, i.rhaps the moJ important theoretical point of contact

b.,*..., finjuistic/literary studies and film. Yet interestingly, as Mast among

others has pointed oui, un influential semiotically oriented,film theorist such

as Metz is ert.e-ely';;;,i"", about drawing analogies berween film and

verbal language.
First,Metzremindsus,thereisnothinginfilmthatcorrespondstotheword

(or morpheme, the smaliest unit of meaning) in verbal language. The closest

we get to the verbal_i;;;;8. notion of woň in film is not the frame but the

shot, i.e.,on. u.'int.ió;;e image with a single static.or mobile framing'

(Bordwell and Thomps inr9g7,+s-r). lul"tr finds that such a camera shot is at

least as complex as a sentence, perhaps a paragraph' The minimal' indivisible

unit in film is not'hr
inevitably at the same t

so forth. Second, Metz r

a'language'without a
what'horse' means. Thr
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with beginning, middle, and end, so that epic, like a single and whole animal'

*uyp.od.r."ttepleasurepropertoit'(Ariitotle 1995irL5'7459a)'Althoughthe

context of Rristoile's discussión is tragedy' he comments on narrative compo-

sition and progressíon. Moreover, Aristotle touches on the question of narra-

tive communičation when he praises the conveyance of language and thought

in Homer's epics; and he places decisive weight on plot and artistic composi-

tion. Attaching great importance to form, Aristotle assumes that a work of art

isnotarandomcotlectionofelements.Suchanassumptionalsoinformsthe
present work.

Animportantpartofthefoundationoftlrenarrativecommunication
model i, b.ought ů light in that section of Das sprachliche Kunstwerk in which

wotrgu''g raýser disJusses 'the structura1 elements of the epic world'. Here

ruy'í iřtroáu.., the concept of 'die epische Ursituation': 'the epic proto-

situation is this: a narrator t.il, ,o-. listeners something that has happened'

(Kayser ry7ti 349imy translation)' This narrator' Kayser stresslf is at a dis-

iun.. f.o- the story'he is relating, and in Kayser's opinion this distance leads

to a fundamental difference of fenre between epic and lyric poetry. Such a

generic distinction is not unproblematic,but the concept of distance is impor-

tant in narrative theory and *itt b" discussed in more detail. Kayser's notion of

the epic proto-situatián is helpful because it includes three of the links in the

narrative communication moáel: the narrator,'something that has happened'

(i.e. the story the narrator relates), and the listener or.narratee'. We note that

ult,h. lint , t ere refer to a narrative'proto-situation', i.e. an'original' narrative

situation in which the story is told orally. The relationship between author and

narrator is thus not captured by this definition, nor is that between the text

and its reacler. Himseli aware of these limitations, Kayser in other contexts

points out that the novelist is a writer who creates a fictional world, a world in

\^/f,i.t, tt. narrator is included. By thus emphasizing that an author is some-

thingotherthananoralnarrator,Kayserdistinguishesaconstructiveactof
writíng from an oral act of narrating. That this distinction also has important

.o.rr.{u"',..s for the text's reading is something Walter Benjamin brings out

in his ilassic essay,The Storytellei'.'A man listening to a story is- in the com-

pa.ty of the storyiellerl obs"i',.s Benjamin; 'the reader of a novel' however' is

irolát"d'(Benjamin ..979a;rco),Benjamin implies that, although the distinc-

tion between íoryt.tí.i rsteneq autiror, and reader is general (typological)' it

is not unrelated to, or unaffected by, historical and cultural alterations' All the

authors discussed in Part II of thii book were acutely aware of the changing

conditions of writing, narrative, and reading and listening'

Roman Jakobsonl contributions to the narrative communication model

usefully supplement those of Kayser' fakobson was a central figure in Russian

fo.molirm^und in the branch of structuralism represented by the Prague

school. Much of Jakobson's research lies at the point of intersection between
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Historical
author

É1gwe2.2

On the basis of these brief references to Aristotle, Kayser, and Jakobson I can

now present the model of narrative communication shown in Fig. z.z. Note

the distinction in the model between the narrative text in the middle and the

historical author (as a kind of addresser) on the one side and the historical
reader (as a type of addressee) on the other. I shall now first situate 'narrative

text'in a larger context and relate it to the two extreme points in the commu-

nication model. After that, by commenting on the other links in the model,

I shall gradually approach the central concept ofnarrator.

Narrative communication thtough narlative text

As this model illustrates, the narrative text is fundamental to both narrative

theory and analysis. Modern narrative theory would have been unthinkable

without the focus on the literary text that has been characteristic of much lit-

erary criticism in this century, from Russian formalism onwards. Yet this kind
of textual emphasis does not imply that the concepts of author and reader

become unnecessary links in the communication model. As we shall see in
Part II, we need them both in narrative analysis. Moreover, they relate narra-

tive theory to other aspects of literary criticism and, more broadly, to different
ways of reading literature.

Like language the narrative text creates meaning indirectly. In so far as nar-

rative theory tends to isolate the text as its working area, it implies that literary

meaning (and literary versatility of meaning) are established through verbal

language, textual structure, and narrative strategies. For a theorist such as

Roland Barthes the literary text has multiple meanings; thus the author's
intention behind the text becomes difficult, and in one sense unnecessary, to

determine (Barthes 1988). Here we are touching upon a controversial issue in
literary theory that we cannot go into in greater depth. We note, though, that

narrative theory tends to situate itself in an intermediate position in this

debate. Narrative theory contends that narrative structures serve to constitute

the text's meaning; it furthermore claims that these narrative structures can

not only extend but also delimit the meanings which they themselves create.

Thus narrative structures contribute to establishing what Umberto Eco in The

Limits of Interpretatlon calls'the rights of the text', and which he links both to

a right to be interpreted and to a right not to be over-interpreted:'The limits

NARRATIVE TEXT
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extendingtheline of words further and further out into the void of not-yet-written-

on paper' ancl, on th. ;ň; hand' the imagined and irnagirrary narra-tor of the

novel. The latter is u diff...nt person' is ]ocated in a diíferent place' and Possesses

quite different powers. (Miller r99o: r55)

This distinction between author and narrator,which is one of the most impor-

tant in narrative theory, will become clearer when the concept of 'narrator' is

*pl;t'"á below. a, triá quotation from Miller shows, the author stands in

nr't"+t" outside the liter;ry universe he.or she creates by means of language'

A finished and published novel is much more sharply separated from the

authorthanisthelinguisticmessagefromtheaddresserin]akobson'scom-
munication model. I understand the author primarily as a writer, as the pro-

ducer of the text or ,,ur.utlu" fiction that forms the starting-point of the

narrativeanalysis.Thisdoesnotimplythatthereisnotacrucialconnection
between the author and the text (the text does not arise byitself any more than

it exists in a hermeti.uilf ,.ut.d'room), but it means that this relationship is

inelirectand influenc.Jiy tt. sort of language and literary techniques the

author uses.
Thehistoricalreaderthusreferstothepersonwhoreadsthetext.AsWallace

Martin comments, readers themselves aie the most obvious source of variety

in interpretation, since each and every one of them brings with him or her

different experiences and expectations to the reading of narrative texts:

Reader-responsetheoristsemphasizean.importantpoint:narrativesdonotcontain
a definite meaning rh;;;Ň; the words *uiti''g fór someo're to find it' Mear-ring

comes into .*l.t.n." Jniy]" ir-,. 
"., 

of reading. Ěut it is equally wrong to conclude

that interpretation *.r.iit,.refore be'in' the řader, ."gurál..' of the words on the

page. In order to ,.uá ar,* we must know the language_the'cocle' in Jakobson's

communication -.ářinough *. need not be čonšcious of its complex rules'

(Martin r986: r6o-r)'

Thisisasensiblynuancedviewoftherelationshipbetweenthetextandits
reading..Endlesi variety is possible in interpretation',notes Paul Armstrong'

'but tests for validity.un ,titt judge some readings to be more plausible than

others,(Armstrongrs9;' p.xÍ. rň fact that interpretations mayvary strongly

from reader to readeidoes not mean that all are equaily varid or important:

here a narrative analysis can provide one basis for establishing interpretative

validity.

lmplied authoÍ and implied reader

So far I have made general comments on the narrative text, relating it to the

author on the orre hund and to the reader on the other' If we now enter

the'box'illustratingthenarrativetextinthecommunicationmodel'wesee
that the two extrenle tnks are cailed'implied author' and'implied reader"

Áttho.rgt the analyses in Part II do not make extensive use of these concepts'

theyare so important ir
them.
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zo NarrativeCommunication

by the reader to become comprehensible as textual aspects of an overall

aesthetic structure.

Narrator and naÍÍatee

With these two concepts we have reached the'centre' of the communication
model-that part of the model that is most clearly related to'the epic proto-

situation'. We ňave already seen tlrat narrator and narratee form two of the

links in this'original' communication model. (The third and final link, the

story the narrator relates, has in the more complex model become'narrative
textl)

As Rimmon-Kenan puts it, the narrator is'the agent which at the very least

narrates or engages in some activity serving the needs of narration . . . the

narratee is the agent which is at the very least implicitly addressed by the nar-

rator'(Rimmon-Kenan 1983: 88-9).If the narrator explicitly addresses one or
more narratees, the narrative situation in one sense resembles that of the oral
proto-situation. As we shall see in Part II, Joseph Conrad's Heart of Darkness

provides a particularly interesting example of such a narrator and such narra-
tees. Yet as Heart of Darkness also illustrates, this kind of resemblance is

superficial because in fictional prose texts narrative communication is gener-

ally more complex, varied, and indirect than it is in oral narrative. When in

Charlotte Brontě's Jane Eyre (1847) the narrator exclaims,'Reader, I married

him' (p. 4n), the meaning of 'reader' approximates to that of narratee as

explained here. In this case, then, the narratee is explictly addressed, and this
kind of address tells us something about Jane as narrator (and, by implication,
about Charlotte Brontě as author). Corresponclingly, that the narratee in
Albert Camu s's The Outsider Q94z) is just implied serves, in conjunction with
other textual signals, to indicate the narrator's fundamental loneliness. In

some texts, if the narratee is only addressed implicitly, his or her function may

approach the role of the implied reader.

As I have already emphasized, the narrator in a narrative text must be clearly
distinguished from the author ofthe text. The narrator is an integral part of
the fictional text written by the author. The narrator (or the combination of
narrators) is a narratíve instrument that the author uses to present and
develop the text, which is thus constituted by the activities and functions that

the narrator performs. Gerald Prince defines the narrator as follows:'The one

who narrates, as inscribed in the text. There is at least one narrator per narra-
tive, located at the same diegetic level as the narratee he or she is addressing'
(Prince r99t:6).By'diegetic level'Prince means'the level at which an existent

event, or act of recounting is situated with regard to a given diegesis. . . [i.e.]

the (fictional) world in which the situations and events narrated occur'
(Prince lggtizo,originalemphasis).Prince'suseof theword'inscribed'about
the narrator is useful since it so clearly brings out that the narrator is a part of

the diegesis: he is in th,
tute and communicate
with narration.)
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22 Narrative Communication

tocharactersintheplot(aswhenthethird-personnarratorinTheTrialdoes
,á*i r' r').v.tthe dlstinctionbetween third-person and first-person narrator

isanimportantone-notonlytheoreticalýbutalsoinanalysis.Tzvetan
Todorov has emphasi,.J tnut 

lthere is an impassable barrier between the

narrative in which ttt.'**uio' sees everything his character sees but does

not appear on stage, unJri" narrative in which a character-narrator says "I".

To confuse them would be to reduce language to zero' To see a house' and to

,"y;r ,". a housej, are two actions not only distinct but in opposition. Events

can never "tell themselves": the act of verbalization is irreducible' (Todorov

r98r: 39).
As the use of the personal pronoun 'I' shows' Todorov justifies the distinc-

tion between third-person and first-person narrator not only existentially

(likeStanzel),butalsolinguistically/grammatically.Asabasisforthisclistinc.
tion these two criteria 

_s_;;p1.meni 
eách other. For it is often the combination

of first-person pronoun und uttiut plot engagement that marks the narrator

as first-person. In other words a third-person narrator can also use the'I'

reference without t *ing to enter into ihe action as a participant. This was

quite normal, not least in the nineeenth-century novel' Consider the first

paragraphofFyodorDostoevsky'sTheKaramazovBrothers(t829-8o):Aleksei
Fyodorovich Karamazov was the third son of Fyodor Pavlovich Karamazov' a

landowner of our airi.i.t, extremely well known in his time (and to this day

stillrememberedíntheseparts)onaccountofhisviolentandmysteríous
deathexactlythirteenyearcugo,tl'"circumstancesofwhichlshallrelatein
due course' (p. 9). Wenote thJt the narrator here places 91" 

oltl" characters

in 
,our district, before gJng o" ;urt afterwards to refer to himself as 'I'. such an

opening may seem to LrdiJate a first-person narrative. However, this'I' is not

individualizea, it ao., 
"ot fu'titipuL in the action' and overall the novel's

narrativemethod',-.6i.4^.perso,,.R'ligt'ttydifferentvariantthatwas
common in the nineteenth ientury is to posiiion the narrator temporarily

among the characterr, in otdt', 
'o 

io 
'ptuk' 

to provide a p.ersonal anchorage

pointforthethird-personnarration.Examplesofthisvariantareobservable
in Charles oi.k"'r, i"o'g" Etio', u''aWilheím Raabe'but the best known is in

the opening of Gustave Fíaubert's Ma dame Bovary (r8sz) ' Herethe'narrator is

first introduced as a classmate of Charles' However' he soon withdraws com-

fi.t.ry fro- the action, something which is crucial for Flaubert's development

of avariant of third-person.,u.ruiiu" in which the events are peculiarlyauton-

omized. Developing a narrative method which prefigures that of fames Joyce

řr." ón"p". o), rlauu"rt makes his third_person narrator record the events

andthen.o**.rni.uttthemtothereaderwithoutevaluatingtheminthe
manner of, for example, a narrator in a novel by Balzac' 

,.

The question of the personal pronoun not only applies in this case to the

marking of a narrator as third-person or first-person' but-alY mo:/es over to

thequestionofhowathird-personnarratorcanorshouldbeidentified.Aswe

shall see below (in the
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transition from a third-person narrative situation to a first-person one. (That

the element of metafiition is used to motivate the transition is another

matter.) We cannot assume that'I' is identical with the author. As authot

Sissel Lie constructs both narrative situations, the third-person as well as the

first-person one. The two narrative variants rnutually influence each^ other in

the sňort story, just as they do throughout the collection of stories of which it

is the first.
The characteristics of both the third-person and first-person narrator will

become clearer when I relate these terms to concepts such as narratíve |evel,

distance, perspective, and voice below, and when in Part II I analyse examples

of texts with Ěoth main Variants. However, let us first See how an author can

alternate between first-person and third-person narrator from one novel to

another. Knut Hamsu n's Hunger (t8go) opens thus:'It was in those days when

I wandered about hungry in Kristiania [the name of Oslo in r89o], that strange

city which no one leavěs before it has set its mark upon him ' ' i (p' 3)' The text

immediately characterizes itself as first-person-communicated by an anony-

mous.I'-a narrator who wants to relate something he has experienced and

who therefore, we suspect, will become both narrator and main character'

What this narrator is called, we do not yet know (and are in fact never told),

but, even here at the beginning, his narrative appears to have what Stanzel

calls'existential' motivation. That the novel's focus will be on the main

character during a difficult period is something we sense as we relate the key-

word'mark'in the first paragraph to the very first word that we read: the title-

word'hunger'.
See nowhow Hamsun opens his next novel, Mysteries (1892):

In the middle of the summer of t89r the most extraordinary things began happen-

ing in a small Norwegian coastal town. A stranger by the name of Nagel appeared, a

siňgular character wT-ro shook the town by his eccentric behaviour and then van_

ishld as suddenly as he had come. At one point he had a visitor: a mysterious young

lady who came fár God knows what reasón and dared stay only a few hours. But let

me begin at the beginning . . . (ft.:)

We first note a detail ; as in Hunger Hamsun ends the Íirst paragraph with an

ellipsis-successive dots that as blanks (to use wolfgang Iser's term) typo-

g.aphically mark the narrative situation for the further presentation of the

ěu."t'. However, while in Hungerwe immediately link the narrator's voice to

the 
,I'we meet in the very first line, the first paragraphln Mysterie.s rather indi-

cates a difference and distance between the narrator and the stranger who

turns up in the town. As Atle Kittang puts it:

The differences apply first and foremost to the narrative form' True enough, M)'s-

teriesísalso a work in which the inner life of the main clraracter is in foctrs. Nagel is

the text's central consciousness, and central sequences take us into his mental

processes in a waythat prrefigures the techniques ofthe modern psychological novel

(irr.r.. -or'ologi.,'.ti.uďof consciousness'). Yet by choosing the third-person

form, Hamsun opens
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If the text does give such signals, the narrator's authority may be under-

mined and the narrator becomes unreliable.The borderline between reliable

and unreliable narrator may be blurred. For ínstance, even an unreliable nar-

rator can give us necessary information. Yet the fact that he is unreliable will

reduce the trust we place in this information (and to an even greater degree the

trust we place in the narrator's evaluation of the information). How does a

narrator Letray the fact that he is unreliable? Let us stick to the notion that as a

starting-point he is reliable, that he has the'artificial authority'the narrative

function ascribes to him. Each narrative act has its own features and charac-

teristics, and features that may indicate a narrator's unreliability include:

, I The narrator has limíted knowledge of or insight into what he is narrating'
l't T.n" narrator has a strong personal involvement (in a way that makes both

his narrative presentation and evaluation strikingly subjective).

3 The narrator appears to represent something that comes into conflict with

the system of values that the discourse as a whole presents'

Often these three factors will mutually affect each other. By'system of values'I

mean the text's icleological orientation, i.e. the combination of those view-

points, priorities, evaluations, and criticisms we can read out of the text as a

narrative language system. Such a value system is seldom'simple'in the sense

that it can be summarized in a few sentences. The concept is related to the term

thematics;the most significant problems and ideas that the text (as Írctional

discourse) presents and explores. The thematics of the texts analysed in Part II

are complex and multi-faceted, and this kind of thematic richness comes not

least from the narrative technique through which the fictional content is gen-

erated and Presented.
The textt value system is linked to what I have called textual intention, a

concept relatecl to that of the implied author. l|&e!-q narratoÍ begomes'9111;

reliable, a form of communication is established between the impliecl readgl

and the implied author,'above'the narrator. We can illustrate this in Fig. 2.3.

Seymour Chutrnu.t, who presents this diagram' comments that'tl're broken

line indicates the secret íronic message about the narrator's unreliability'
(Chatman r99o: r5r). Two examples will serve to substantiate these theoretical

comments,
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Narrative Commu nication

a succession of events linked in a causal chain' (Ellis rg}g z+)' The concept

offilmnarrator,asitisusedhere,refersprimarilytoDavidBordwell's
Nirration in the Fiction Film Gg8) and Seymour Chatman's Comingto Terms

(rsgo)'' -Áordwell 
believes that film has narration but no narrator:'in watching

films, we are seldom aware of being told something by an entitity resembling a

human being . . . lTherefore film] narration is better understood as the orga-

nization of a set of cues for the construction of a story' This presupposes a

perceiver, but not any sender, of a message' (Bordwell 1985: óz) ' In other words'

at the same time as he sees narration as completely central in film communi-

cation, Bordwell bases his theory on what the viewer doeswhen she or he sees

a film. As chatman has pointed out, Bordwell thus accords priorities and

works in a manner t..*i.rir..rrt of reader-response theorists. Bordwell's

theory of film narration is also interestingly related to Boris Eikhenbaum's

assertion that understanding a fi|m is'a new kind of intellectual exercise'

(Eikhenbaum t973: n3).Boráwell's viewer is not passive but actively partici-

iating: on the básis of an indeterminate number of visual and auditory

imprÁsions the viewer first constructs connected and comprehensible images

ur'á ther' a story. There is no doubt that the emphasis Bordwell puts upon the

viewer's active role is critically illuminating, and so are his comments on nar-

ration.Yet as Edward Branigan has observed ín Narrative Comprehension and

Film G9gz:ro9-ro), since Bórdwell, in his discussion of film narration, uses a

,,rmbe, of m"tupho., which can also be attributed to the film narrator, the

difference between the two terms is perhaps less obvious than it appears to be

at first sight.
.Filmř'writes William Rothman in The 'I' of the Camera, 'is'a 

medium

limited to surfaces, to the outer, the visible ' ' ' [And yet film is] a medium of

mysterious depths, of the inner, the invisible' (Rothman 1988: p. xv). It is to

Bárdwell's creáit that he has given theoretical grounds for this fundamental

paradox in the way in which film functions. From a literary perspective it is

interesting that his theory is based on the Russian formalists' distinction

between iabula, syuzhet, and style. Even though Bordwell understands these

terms in a particular way (partly because he uses them to construct his own

theory, pu.ily b..uuse he applies them to film), their relevance illustrates an

i'''po.iá"t páint of contactbetween film theory and narrative theory (a point

of iontact slrengthened by Bordwell's use of Genette) '

For Bordwell,'the fabůta (sometimes translated as "story'') . . ' embodies

the action as a chronological, cause-and-effect chain of events occurring

within a given duration aň a spatial field . . .The syuzheÍ (usually.translated

as.,plot''iis the actual arrangeÁent and presentation of the/abulain the film'

(Bordwellr985:49,5(,).CrucialtoBordwell'stheoryisthatthesyuzhetoffilm'
a, h" ,e", it, only presents a small part of the total fabula,which is an implicit

structuÍe the viewer supports thiough assumptions and inferences. As the

third component, style I
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3o NarrativeCommunication

some impersonal'narration'. Thus Langham functions here as a kind of first-
person narrator, what Chatman with Genette calls a'homodiegetic'narrator.
Later on ín the film this narrator disappears, and an'impersonal' (third-
person) narrator takes over the narration. Yet, according to Chatman, both are
'introduced by the overriding intent of the film, the implied author' (Chatman
r99o: 13).

Let us summarize the argument so far. Film communication involves a pre-
sentation which is primarily visual, but which in addition also exploits other
channels of communication. The superordinate 'instance' that presents all
the means of communication that film has at its disposal we can call the film
narrator. Guiding the viewer's perception of the film, the film narrator is the
film-maker's communicative instrument. We will recall that this kind of
function is something the literary third-person narrator may have. The great
difference is that while the qualities of the third-person narrator are also
'human' in the sense that he communicates verbally (gives information,
comments, and generalizes), the film narrator differs in that he is a heteroge-
neous mechanical and technical instrument, constituted by alarge number of
different components.

Chatman Q99o: r34-) presents this diagram (Fig. 2.4), which shows'the
multiplexity of the cinematic narrator'. The film narrator is the sum of these
and other variables. A number of them (like the camera) are absolutely fun-
damental to film communication, while others (like off-screen sound) may
be more or less important depending upon which film the diagram is related
to. (Some of these concepts are so technical that I shall define them: rrise-
en-scěne is all the elements-lighting, furniture, costumes, etc.-that are
placed in front of the camera to be filmed;'straight cut' means to move directly
over from one framing to another, while'fade' (or'dissolve') is to superimpose
one filmic image on another, so that the first one gradually disappears while
the second comes into focus. For a helpful glossary of film terminology see
Bordwell and Thomps on 1997 | 477-82.)

As this diagram illustrates, it is the viewer (not the film) who constructs
such a'narrative synthesis'. Much of the challenge to the film author lies in pre-
senting the various elements that together form the film narrator in such a way
that the viewer experiences all of them as necessary and thematically produc-
tive. The elements of film communication must be consistent in the sense that
they provide the viewer with a foundation on which to construct the film nar-
rator, and thus the film story.'Voice-over' is one of the many elements that
constitute the film narrator: a voice outside the film image. Sarah Kozloff
stresses in Invisible Storytellers that all three constituents in the term'voice-
over narration' are fully operative. Voice d,etermines the medium: we must
hear somebody speaking. Over applies to the relationship between the sound
source and the images on the screen: the viewer cannot see the person speak-
ing at the time of hearing his or her voice. Narrarlorz is linked to the content

---/
Kind

-/--T--\
-tNoise Voice

-Nature of in
,--/T--

Prop Locatior

_/
Appearan

Liehtil;- (

Dis

Ftgwe2.4

of what is said: somebo
and comments on wha
voice-over in Gabriel Á
teristics of voice-over e

that may obtain between
(see Chapter 4).

Now if the film narra
whothen isthefilmautlt
by a single individual, a
technically complicated
duction process in which
script, the producer, acto
why the director is usuall
only has overall responsi
activities that are part of
in relation to the screenpJ
convention, in Part II I sh
of The Deadbecause he is
on it.



'll uo

luudr'IJl aAIleeJ] slq ual ÁIJÚaI] puu Jol]aJIp s,tulg eql sI aq esnÚf a qp\a1 aqJ }o
(Joqlne' aql s€ uolsnH uqo{ 'aldtuExa JoJ Íaplsuo] IIEqs I II l.IEd uI 'uollua^uo]
slqi qtrm Burdaal u1 'rulg eqrJo srrlpruaqt aqt pue delduaarrs er{t ol uollular uI

,(1a'nlear: suortfunJ oslu lnq'ssaford uotlcnpord aqtgo lred are ]Bql sapr.tlpe
aq] 8uueurpJo-of pue sat1trotrd 8urprorru ;o3,,fqrqtsuodsar 1e;a.to seq Á1uo

lou eqs Jo eq teq] sI .Joq}ne> s.tug eql su papru8ar Á1pnsn y ]opa]tp aql '(qM
uoseal uretu aql'lla'sraqdu;8o1oqd'sassa.rl:B put sJope ta:npord aql'ldpcs
eql Jo Joqtne aql-.a llta.Il-of , eJB s)uly aqt 3o.(ueu qllqm uI ssalord uournp
-ord xa1druol e q8no;q1 paZIIeaJ aq Á1uo uE] lI l€q1 pa1urr1druol d1e:ruqra1
os Pue a,ttsuadxa os .,{1ensn sl tuIU uoltfg e^Il€JJEu e 'IEnpI^IpuI apurs e íq
auop 8utq}atuos.(11eurou sr 1a.tou u 8ut1IJM allqr\\ žJoL!1110 luu1a aq} sI uaq] oqm

's^\oqs t'z'fu7 sr paluaru8eu pup xaldruor sE sr rolerleu lulg eql Jl lttoN
'(ř ra1deq3 aes)

uaaJrs uo unoqs sr lerll uoBle eqt puu Ja^o-alro eqt uoe.tttreq uretrqo Leur leqt
afuelsrp a lleJJBu aql sagrldruaxa arourarlunJ pue Ja o-arro Jo sfllslral
-fEJ€tIf aaJq] asaq} IIE se]EJ}snIII $aaď s?ilaqOg s,IeXV IeIJqED uI Ja^o-eflo^
aIE{uaJ aq1 '(t-z :996r go1zoy) Á1pnsrrr u1v\ogs sI lel{.lt uo s}ueruulof PuB
'sluaualddns 'se)npoJlur-'fiols u selpJrunuJr.uoc ,(poqaruos :pres sr luqr't Jo

p'g ernB;1

'cll opej lno ]qBreris luor.lloAol atBuv ocuelsro

auQcs-ua-astw eleuec rnoloc BulrqBIl

ocuBurJoJrad ocueleaddV

rojcy uollecol dord

---=--1,----'
eEeur 1o ernlep

MqU adÁl

Eulltpl

lualuol eql ol palurI sr r.;i]'*-r'
-4eads uos.rad oLIl aas louucr ::.,
punos aql uJa,l{laq drqsu..rl;';;
lsnlu a^,t :r.unrpJru aqi sJu:L--::
-a]Io^' {.uJ01 aql uI sluen]I]Š:a __

JJolzo) quleg'a8eur rui! :r: :

leql sluaurala .(ueu aQl itr ;; -

-Juu LuIU áq] ]]nJlsuor oi !] ' -' t,-

]€91 asues aql uI 1ualsls[-ltl] ]'J ': 
_

-lnpord í11e:lleureql PUE ._- |l!! :

íe'u, e qlns uI Jo]EJJEu Lu' : _'_

-a-rd ur sJllJoqln? u 1u a';: : : :: -
sllnJlsuof or{^1 (I.ulq aqt :,: -

aas LBoloururJ) tulu Jr' ..-:::. l
alrq.n s.reacldesrp.i11cnpr:i r-, -

asoclrutraclns oJ sr i a.\:o;s:f - :

11l:a.rrpcnou ol suťJL-.t'': : - :'
aJE lpql-'Jla 'salunt!.': :: -. -

-dsttu iulaql Jul-.13[t [1t-: 
' -: --

palEIeJ sr uer8erp eilt rr'.- ---- 
-. '

.,(eru (prrnos uearls-_l]J ;ri' r-;.
-un;,(yalnlosqe arP E:. :r : - -

JsaqlJo l.Itns Jql Sl J(\:i--i - - -
aql, sl\\orls qJrr{.\\ ' f'; : : :-

Jo raqr.unu aBrel e.iq p;r:-':. - . :

-a8o,ralaq P sr aq teql ui ;:::.- : - .

'uotle [uJoJur sa,rrB i .,.1':::: ' t t"

oslP JJP JOIPJTEU UOSr::-l- --
1ear3 aq1 'a'req ,(eru lL1:ť::: - _ ' "

Jo pul{ srqt lPril ilP,13r " !" : ,

aql sr JolpJJuu rulu 3ql ''-'_ r - -

tulU etll llPJ uPr J,r\ [PSrrj:.r :. .'

11u s1uasard 1eql ,a]uPls'Ú:..:_;_
raqlo slrolclxa osle uorlrppr -' -:
-a;cl u sa,rlorrur uorJprrunt'r.:- -- :

ueruleq3)..roqlne parldru: : - - *
are qloq'uuru1eq3 o1 Sui:: : ::,
-pilql) ,yeuos;aciurr, uP p';: "i*;

'JolpJJpu.rrlaBarporuoq. E !--.: ;.
-]sJUJo puH P se eJer{ suL}i:r--'. .

eBBur jo luourlearl

a^rleluauiuroS )oqsref=\__-./-
ueolcs-JJo uaalcs-uo

urBuo lo ]urod

tt uolleclunuuoCan!]BreN

crsnl eclo esloN
----=-l----'

puty

'ENNVHC tVnStA

TINNVHC 
^UO]l0nV



32 NarrativeCommunication

Narrative levels

After this excursion into film, I shall now return to narrative communication
in fictional prose. But initiallywe recall a point that the concept of 'film narra-
tor'illustrates: in spite of the great difference in medium, elements in a narra-
tive theory that has a líterary basis may well be relevant to film. Before refining
the concept of narrator further by means of the terms distance, perspective,
and voice, I shall outline the different narrative levels we can have in a fictional
prose text.

In the same way that an author can write a text by combining the use of
third-person or first-person narrators the author may also design the dis-
course bycombining differentnarratiyelevels.Thus,acharacter who performs
actions that are narrated may himself serve as the narrator of an embedded
story. Inside this story there may in turn be another character who tells
another story, and so on. In this hierarchical structure the highest level is that
which is placed right'above' the action in the first story. We call this narrative
level extradiegetlc. Traditionally it is on this level that the third-person narra-
tor is placed, with a full view of the action and usually also knowledge of the
characters'thoughts and feelings. On the extradiegetic level the narrator in
Chaucer's The Canterbury Tales (c.r39o-r4oo) presents the pilgrims, and it is
on a corresponding level that the narrator in Don Quixoteintroduces the main
character:

The age of our gentlernan bordered upon fifty years. He was of a robust constitu-
tion, spare-bodied, of a meagre visage; a very early riser, and a keen sportsman. It
is said his surname was Quixada, or Quesacla (for in this tl.rere is some difference
among the authors who have written upon this subject), though by probable
conjectures it maybe gathered that he was called Quixana. But tl-ris is of little import
to our story; let it suffice that in relating it we do not swerve a jot from the truth.
(p.z:)

'Our story'points to the dominant level of action in the novel, the diegeticlevel
which the third-person narrator (on the extradiegetic level) presents but does
not participate in. Since all narrators are by deÍinition part of texts, the narra-
tor is clearly entitled to refer to his own presentation as'the truth'. Here we
again touch on the question of narrative authority: because the brilliant iclea
from which Cervantes develops hís novel tuťns on Don Quixote's madness, it
becomes crucial to the fiction's sustainability that the reader believes in the
account the narrator gives of the hero's daredevil actions. Thus it is far from a

matter of chance that the narration at the beginning of the novel establishes a

series of parallels between the narrator's evaluation of Don Quixote ns mad
and actions apparently confirming his madness. For similar reasons the
diegetic level, with Don Quixote laboriously riding Rocinante in the Spanish
landscape, is presented in graphic detail.
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bid her sister listen, and afterwards addressing herself to Schahriar, began

thus.. .' (p.rl). Scheherazade's life is clirectly dependent upon her ability
to narrate, and the only condition her stories (which constitute the text's

hypodiegetic level) must satisý is to retain the king's attention. In The Arabian
Nights'Entertainments,the hypodiegetic level dominates in terms of quantity.

Yet since Scheherazade has to continue narrating in order to survive, this kind
of imbalance is redressed by the obvious need for many stories that the

diegetic level provicles.

Narrative distance
The distinction between third-person and first-person narrator actualizes the

terms'distance'and'perspective', which both require a more detailed explana-

tion. The concept of distance has a long historywhich can be traced right back
to the third book of Plato's Republic. Here Plato sees narrative as'execute[d]

. . . either by simple narrative or by narrative conveyed by imitation (mimesis)

orbyboth' (Russell andWinterbottom 1998: z9). Although Plato has diffi culty
in iclentiýing the specifically epic (or narrative) by means of tlrese categories,

they are relevant to the concept of distance since the first variant-'simple
narrative'-is more distanced and mediated than the second-'imitation
(mimesis)'. For Aristotle, this distinction is partly neutralized since his under-
standing of mimesis is different frorn that of Plato. Aristotle uses mimesis to

refer to literature in general, and he appears to assume that the concept is
familiar and unproblematic. In spite of his use of other concepts, however,
Aristotle distinguishes between epic and dramatic literature in a manner
reminiscent of Plato: 'There is . . . a third distinction-in the mode of mi-
mesis for these various objects. For in the same media one can represent the

same objects by combining narrative with direct personation, as Homer does:

orinaninvariable narrativevoice; orbydirectenactmentof all roles'(Aristo-
tle ry9535,t448a).

The classical tradition was not very much concerned with the question
of narrative discourse, but in our century Plato's distinction has been

reactualized through the conceptual pair telling versus showing. This pair
of concepts is associated with the American r-rovelist Henry fames and
the critic Percy Lubbock, In The C-ft ď Fiction Q9zl), Lubbock argues

that it is practically a precondition for the art of the novel that the action
be shown, and not told. This assertion (which not only systematizes but
also simplifies the more sophisticated views of Henry James) is repudi-
ated by Wayne Booth in The Rhetoric of Fiction. Since, for Booth, the art

of narration is primarily telling the concept of distance again becomes
important.
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Spatial distance. Temporal distance is often combined with distance rn

space, i.e. a distance between the narrative situation and the place where

the (main) events unfold. In Part II we shall see that Conrad's Heart of

Darkness marks both temporal distance (an unspecified time-span

between Marlow's act of narration and the experiences he relates) and

spatial distance (the distance between'civilized' London and'primitive'
Africa). However, as the inverted commas in the parentheses suggest, even

a great distance may be reduced and problematized. Although Hunger and

Heart of Darkness are very different novels, in both narratives the ways

in which suspense is generated involve variations of both temporal and

spatial distance.

AXitudinal distance. This variant is the most complex-not only because

it is connected with the different levels of insight of the narrator and

the characters in the text, but also because the concept of distance here

functions more metaphorically and is more closely related to interpreta-

tion. By'attitude'I understand the narrator's level of insight, judgements,

and values. Attitudinal distance is a useful concept in order to discuss,

and perhaps clariý, the relationship between the narrator and the char-

acters. It may also be a helpful term in discussions of the narrator's

position and function in relation to the intention and value system of
the text.

Attitude may in other words refer to characteristic features of a charac-

ter as well as of the narrator, whether the narrator be third-person or Íirst-

person. For even if a third-person narrator is outside the action, he may

nevertheless express opinions about the characters, judge them, and so

forth. In addition, particularly if the narrator is unreliable, an attitudinal

distance may arise between the narrator and the implied author (as an

abstract entity representing the text's overall intention). Faulkner's The

Sound and the Fury is a ready example. fason's attitudes, which involve con-

tempt forhis brothers Benjy and Quentin and a generallyegoistic and cyn-

ical víew of life, contrast both witlr the subsequent third-person narration
(in which the narrator's attitude is associated with, and curiously
influenced by, that of Dilsey) and with the two prececling first-person

parts. In addition to characterizing Iason, this form of double contrast

contributes to establishing him as an unreliable narrator.

A narrative text that marks distance in attitude may in the next

complicate this distance through narrative syffipathy. This may be

achieved in several ways. An example of a character who is presented sym-

pathetically in a novel in which the third-person narration is consistently

distanced and ironic is that of Stevie in foseph Conrad's The Secret Agent

0goň.Like Faulkner's Benjy Compson, Stevie is mentally retarded.

Sympathy for Stevie is established partlythrough the plot (he becomes the

victim in an unsucces
pieces byabomb), par
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not to say impossible. Samuel Beckett's novel trilogy- Molloy (r95r), Malone

Dies GSSS), and The \Jnnamable (rq6o)- illustrates unstable irony: each time

the reader thinks he or she has found a point of orientation in this fiction (anc{

in the next instance perhaps an explanatory model for it), it is undermined

by new narrative variations and thematic complications. In Malone Dies

(Beckett's own English version oÍ Malone meurt (195I) ), for example, Beckett

frustrates the reader by making Malone the first-person narrator, the main

character, and the author of inserted, constructed stories. Malone claims that

for him the characters in the stories are {ictitious, and that he tells about

them-writes about them with an ever shorter pencil-in order to entertain

himself while he is waítíng to die:

I think I shall be able to tell myself four stories, each one on a diíferent theme. one
about a man, another about a woman, a third about a thing, and finally one about

an animal, a bird probably. I think that is everything . . . Perhaps I shall not have

time to finish. On the other hand perhaps I shall finish too soon. (p.7)

Just the same the transitions become unclear between these stories, which

form a kind of hypodiegetic level of action, and the sober (but perhaps also

desperate) account of Malone's own death process. Malone Diesdoes not have

a plot in the usual sense. The most certain event in the novel is that the main

character dies-which the title of the book has already announced, but which

the main character as first-person narrator ironically enough cannot report

himself. The novel's narration gradually approaches a zero point it never

reaches.
Dramatic irony.The unstable irony in Malone Diesis ascribable to a series

of narrative, structural, and thematic elements in which dramatic ironyis also

included. Such irony involves a situation (in a play or a narrative) in which the

spectator or reader gains knowledge that a character in the drama or narrative

text does /ío' possess. The lack of such knowledge usually causes the character

to act'mistakenly' (i.e. against his or her own interests) without knowing this;

she or he will then also without realizing it say things that prefigure the ending
(the disaster). The Greek tragedies provide classic examples of dramatic irony,

as in Sophocles' Oedipus the King(c.425 rc). Oedipus can see, but he does not

see what he has done until he is told by the blind Tiresias. This is typical

dramatic irony, which here can also be called tragic. The dramatic irony is
never this clear in Beckett's Malone Dies,in which (in my reading of the novel)

it can be detected in the paradoxical parallels between Malone's'constructed'
characters and himself.

Narrative perspective

When we relate the narrator's attitudinal distance to his level of insight and
judgements, we imply that he'sees'the events he relates in a special way, and

that the way in which he r
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character'to express the vision of another', perspective needs to be distin-
guished from'the identity of the voice that is verbalizing that vision' (Balry97
ra3). (Bal uses the term'focalization', which I reserve for film, in a way that
broadly corresponds to'perspective'. )

Let us illustrate what we have said so far with two examples from The
Stories of Eva Luna, a collection of short stories by Isabel Allende. This is how
'Walimai'begins:

The name given me by my father is Walimai, which in the tongue of our brothers
in the north means'wind'. I can tell it to you, since now you are like my own
daughter and you have my permission to call my name, although only when we
are among farnily. The names of persons and living creatures der.nand respect,
because when we speak to them we touch their heart and become a part of their life
force. (p.8ó)

Walimai is the short story's main character. He is also a first-person narrator:
he consistently uses l-reference and is the most important player in the plot.
If we bring in the concept of narrative perspective, we can better see how
Walimai's two main functions (as the main character and a first-person nar-
rator) are combined, and how they function thematically. Even in the first
sentence several of the words indicate narrative perspective, 'Walimai',
'tongue','our brothers','in the north'. The text rapidly and demonstratively
establishes a time dimension, a temporal difference between before and now
(and between three generations: father, Walimai, daughter). Furthermore, by
repeating the main character's name that the title has already announced, it
signals that this name not only identifies a character but also marks respect
both for this character and for the group of people (the Indian tribe) to which
he belongs. Such an indication ofrespect (for other people and other cultures)
may suggest that in other contexts respect is lacking. We have a feeling that this
short story wíll give us examples of precisely such a shortcoming, and thus
perhaps dramatize problems of power and freedom. Several of the effects of
this opening depend on Walimai's status as a first-person narrator. The
perspective of the short story is influenced by the first-person narrator's
perceptions, yet textual perspective (which here approximates to a variant of
textual intention) also informs the narrator's judgements and experiences.
For they are not only his-they are also related to his father, anchored in his
culture, and influenced by'the tongue of our brothers in the north'.

Now consider the first sentence of another short story from The Stories of
Eva Luna,'Phantom Palace':'When five centuries earlier the bold renegades
from Spain with their bone-weary horses and armour candescent beneath an
American sun stepped upon the shores of Quinaroa, Indians had been living
and dying in that same place for several thousand years' (p. zor). While the
first-person narration in 'Walimai' links up with that of Allende's novel Eva
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Nadine Gordimer,'Is There Nowhere Else Where We Can Meet?'In common

with Isabel Allen<le, Gordimer contrasts two cultures with each other, one

white and one black. A white woman meets a black man, but what in another

place might have been a meaningful encounter in this short story becomes a

confrontátion marked by fear-fear of the other, but at the same time fear of

oneself. The narrative perspective, which is external and related to the third-

person narrator, associates itself with the perspective of the white woman as

,he p"rceiu"s the situation. Yet this orientation towards the woman, which to

begin with has elements of sympathy, is rnodified towards the end through a

clear marking of distance:

She was trembling so that she could not stand. She had to keep on walking, quickly,

downtheroad.Itwasquietandgrey,likethemorning.Anclcool ...Whydidlfight,
she thought suddenly.what did I fight for? . . . The cold of the morning flowed into

her.
She turned away from the gate and went down the road slowly, like an invalid,

beginning to pick the blackjacks from her stockings. (p' zo)

The narrative voice in this text remains stable; as in the example from Joyce's

PortraitiÍisthe narrative perspective that varies. This perspective is Íirst infor-

mative and soberly observant, then seems to approximate to the vision of the

female main character, only to distance itself finally from her'

The varying, external perspective is associatecl with the third-person narra-

tive of this short story. In first-person narration too the perspective may at

times give the impression of being external. An example from Albert Camus's

The Outsider bg+z):

Mother diecl today. Or maybe yesterday, I don't know. I had a telegram from the

home:'Mother pašsed away. Frrneral tomorrow. Yours sincerely.'That doesn't tnean

anything. It may have been yesterday'

the old people's home is at Marengo, fifty miles from Algiers. I'll catch the two

o'clock bu. aná get there in tlre afternoorr. Tlren I can keep the vigil arrd I'll corne

back tomorrow night. (P.9)

The voice speaking here belongs to the novel's main character. In so far as

the narratián is first-person, the narrative perspective is basically linked to

the main character. Yet at the same time Camus tries various ways of sepa-

rating or distancing this perspective from that of the main character, Meur-

sault' For example' the title-word 'outsider' (étranger) not only applies to

Meursault as a stranger in the world and to his immediate family (for instance,

he shows no sign of sorrow over his mother's death), but also invites us

to understand Meursault as a stranger to himself. Is this perhaps why he later

kills the Arab, apparently for no other'reason' than the bright sunlight on the

beach?
If the narrative perspectiveis internal,the point of orientation will as a rule

be linked to a character. The reader has no choice but to see the fictional events

with the eyes of this cha
accept the vision she or
perspective is Charlotte I
narration. In this novel
Jane as narrator and ma
and in part governs, horr'
characters.

Such internal perspect

lane Eyre.Yet although in
tor, it is not identical witl
in the first chapter of Iar
narrator draws attention
above:'I see us fiom thret
we had watched earlier, soe

Írve men running silently t
visualizing force of this se

lation it incorporates; m
may regard his own narri
have internal or person-,
narrators, such asWoolf 's

Portrait.
In narrative fiction per

ent variants of third-pel
Uspensky (1973) Rimmor
by dividing it into a perc
If, as the analyses in Part
carry out in critical practi
continually blend and m
Rimmon-Kenan's systema
thing more than'perceptt
concept of perspective is p

fictional prose,
In film, however, foca

the concept of perspectire
Once we connect focalizati
diagram illustrating the fil:
is only one of the many'
Yet the camera has a specia
of its diverse methods of f<

viewer sees, but also horr-
the factors that govern tl
filmed object are distance
or close to the object bein



rvrol) (Aolaq tuory, stulg 1I JaI{IaI'IM pue (peWIU 8uraq reíqo aql ol esol] Jo
ruor; íer'ru ffJ sI EJeI'uEf eq1 Jaqleqm-Ie^al PuP a]uutrslp a;u 1reíqo paulu
aql 01 uorleleJ ur aJeruEf 3q1 Jo uorleluarJo aql u:a'ro8 leqtr sJolleJ aql
Suoruy 'aas arvt leq^\ aes artr 3uo1 

^ 
or{ JoJ pue lvroq osp trnq 'saas Ja,uarzr

aql leqm '(Iuo }ou seplfeP €JatuB3 aI{I 'uoDeZIIeJoJ Jo spoqleu esJa^Ip sll Jo
asnefaq tulgJo safl^ap a^IlEJJuu aql 8uorue aru1d prrads e sEI{ BJauIef aql leÁ
'Jo}BJJEu fIlBI'uauI3 eq} alnlqsuo] letll s}uerua1a Áueu er11 Jo euo ÁIuo sI

€Jarr]uf aql lPql IIufeJ III1V\ an (b'z '3rg) ro}uuuu tuB eql Buqe;1sn1p uer8erp
aq} ruoJď'EJauI€f I'uIg eqlJo {ulqi e1!\ I'uIg qtrytt uollezTlu]oJ lfauuo] e1v\ e]uo
'ool runlpatu u]u eql o1 paqdde d11ryasn aq u€] arrr1ladsrad 3o 1daruo: aq]
q8noqf uala 'ruJal alqusuadsrpur uE sr uorlBzrlBfoJ Ta amoq '-lg .tI

'aso:d 1euorl:g
Jo suorssnrsrp ur (uorlezrleloJ> Jo leql ol alqu.ragard sr a,nlcads;ad go ldacuo:
aq} l€ql uos€al slql JoJ í1lred sr u '.tulodmal^ 1en1dauad, ueq} a.rou 3u1qi
-atuos sI a'rt1:adsrad }€qt sI snoqs.(1rea1f uol}ezll€ua1sLs s.ueuay_uoutulu
leqr\\ 'asJnofsrp e rlEJJEu ur Jaqloue auo 'frporu pue pualq .(gunurtuo:
arrq:adslad 3o s}ladse tuaJaJJIp aql asnB]aq s1 }1 actpe;d IBfI1IJf ut lno í'uul
ot lFrgJIp sI uoI1BZIlBuJalsÁs e q:ns'1sa8Bns II uud ur sas'(1uuu aq} sE u
'laru; prr8o1oepl u€ puu'p:Éo1oq:ísd e 'pn1da:rad Ú o}ul lT 8urpl'r'rp Áq
a'rq:ads;ad ;o 1da:uor eqtr sezltrPue1s,(s ueuay-uoultilIu (€16r) Á4suadsn
srrog Áq parrdsu1 'Jol€JJ€u uosrad-1srg pue uosrad-pJlr{r Jo sluBIJe^ 1ua
-JaJJIp puu 'afro^ 'afuelsrp ol paleleJ sr arullaclsrad uorlrg a^rlurruu uI

1t0Juoď
s,ar.{o{'anogeueese^pqe,lrsp'pueas/roryq&1aqloJ s,JIooMsel{]ns'sJo}ÚJJBu
uosrad-prtq] qum sla^ou ut a.rt1cads;ed pa1uatro-uos;ed ro IBuJaluI a^€q

osle u€f a14'pqred oo1 Jo .fuo1:e;st1usun sB uoIl€JJÚu umo srq plu8er '(eru
JotrelJeu aql ruql slsa8Bns osp ll(prarrpu1 aroru Ísa1urodrocur 1T uoI1BI
-npou le'rlpadsrad aql o] Surqlatuos saMo sluelues suil Jo arrog Burzrlunsr'r
aq1'(t'd) ,pIeU eJ3e-peJpunq€Jo allua] aql spJemo1í11uaps 8uluunJ uauJ a^u

:sluarJnf Jo lpwnl aq1 ur Surddrp puu Suqolc'Suuuos'Jerlrea paqllum peq e,r,r

p&zzngaqt;o sal.a aqt q8norql 'dn 1aa3 parpunq ae.rql tuo{ sn aes I, :aloqe
tuo{ Jlasruq aes o} 8utldurapu íq antpadsred 01 uol1ue11e s1v\uJp JolEJJ€u
uosrad-1s.rg aqt (166r) a,to7 SutnpuA' s(uu^rgrl uul Jo raldeqo tsrg aql ul
'elduruxa JoC 'afro^ s(JoleJJeu aql 'ol palTurl Jo 'r{luvr lelrluapr lou sr lr tol
-uJJBu aq} q1ta.t, Pa]BIfossE st ant1cadsrad s}xe] I{fns ur q8noqlp py'alíg aual
sE l{lns sa rlerJeu uosrad-1s.rg ur uoluuJof sr a,,lrlcads;ad puralur qcng

'sJallsrPqf
Jeqlo oql pue 'Jelsaq]og r;atr'auu{ sa8pní rapual eql 

^\oq'su;alo8 
ped ut pue

'saruengur arrlpadsrad leuJelur JaH 'JelJeJpql urutu pue Jotre.rJeu se aue{

ol pa{u1 'd1Buqsu1 puu 
"(1asop 

sr a'rrlradsrad aql ya,r.ou srql uI 'uoupJJuu
uosrad-1srg qtl'tr la^ou v'(lbgt) alíg aua[ s(?1uoJg aDoIJBqJ st a'lt]:adsrad

IeuJalur ;o alduexa )rlsrJalfuJuqr y 'sluasard aq Jo aqs uorsn aql ldacre
Í1tsea a;ou a1dllurrd uI aJoJaJaI{l rrvt. puu 'Je}fEJPI{] sltll Jo sa.,b aql qlrrrl

Cb uolleclunuuoOa^llereN

slua a leuorllu aql aas ol lnq errŮ
alnJ E se llrm uorluluar:o_1o turoJ

aql uo lq8rluns lr{8rrq eq} urr{t.u
JalPI aq íqm sdeqrad slql sI 'J|J:u
sn selr^ur oslu lnq ,(qteap s..laU

'aruelsur .rog),{11rue; Jlerpeur L{.lr si
o1 sar1ddu Á1uo 1ou 1laiut,lL, .l
-Jneý{ 'Ja}]eJEI'{] ule['r] aql JLr ]p!j
-edas ;o s,(urnr snorre,r sarJl snr.Lir

o} pa{ull í11elrseq St a^rt1r5{;1a
su JP.J OS UJ 'JalfeJeqJ urpu.t s.l?".

eruo] ILI pue 1r3r',r aqt dar1 Uť-. - .-}-

oml aql qrlur II,l 'srer81y ru(r:r: r:--

upour l(usaop luql ,',(1a-ra:urs sj:,:-;. q
Jql tuo{ ue.r8a1a1 p ppr1 I '.rli -:. . J

EsntuPJ uaqlv uo4 aldurs: ;1
1e íeur a'rt1ladsrad 3!l ool ut1ilT-
-pJJpu uosracl-p-rrql eql qlLrl p;:rl

'teq uo! i1'r:_ _

aqlJo uotst^ Jql ol alPull\trj;j; :

-JoJur lsJU sr a,rrtradsrad slqf-il:j
s.ar,{o{ ruo;; aldruexa aql ur s? :}irr!

luL e !j_ l

'pllP^uI tle a1r1 'l1,,,lo1s pPol ::J: :Ť'.':

olur pa,'uog Sururotu Jq1_Jo pirl-- : a 
-

'tq8g 1prpíq6''' 1ool puy'ii:-:.,.*_
'dlprnb'3uo11e,n uo daal ot peq :-{ ":

e q8norql pua aql sprp.rrol pP!::,:
ol tlllq/t'upuJo.{t e{1 splp.-,rrrai .lrrt
sP uPuroM altqM Jql Jo a.\l]_lL:;:i
-pJrl{l eqr o1 palEIaJ puE [pr.rr:l].] :

Jo JEaJ atull al'uEs aql lÚ ]nq :I}rJI
€ sauofeq Lro1s yoqs sÍql ul J:::;
Jaqloue ul lEtl1!\ lng (uPI'U :t_.e'q I ;

auo 'Jeqlo q]Pe qll.{\ saJnlTn-1 [r1ř-

uoluluof uI (žlaeý{ ue3 a_\\ U]L-lr|



44 Narrative Communication

angle) or'from above' ('bird's-eye perspective'). However, such focalization
components are not only combined with one another, they also become
more complicated as the camera only exceptionally focuses stably on objects

that are at rest. Moreover, the camera itself is often in movement (partly

because it will be moved during filming, but mostly through advanced
zoom techniques and technically sophisticated panning and tilting camera
movements).

In Narrated Films Ayrom Fleishman points out that díscussions about Íilms
often have a tendency to'personíý'the camera' as I also do when I say that the

camera'decides' what we see. Fleishman reminds us that although this is partly
correct, it is also misleading since the camera is steered by the cinematogra-
pher and (more indirectly yet just as importantly) by the film's director
(Fleishman ry9z:3). A Írlm in which camera focalization is clearly relateclto
the perspective of the main character is Henning Carlsen's Hunger (196ó), an
adaptatíon of the Hamsun novel to which I have already referred. As Lars
Thomas Braaten shows in Filmfortelling og subjektiviteÍ (Film Narrative and
Subjectivity), we can see the film's mobile framing, including variations
of camera focalization, as a filmic equivalent to the subjectively personal
perspective that permeates Hamsun's novel. Several of the points made in
Braaten's analysis of Carlsen's Hunger are associated with the concept of
subjective camera movement (Braaten 1984 87-9; cf.Bordwell and Thompson
t997: 245). For instance, the camera focalizes over the shoulder of the main
character (Per Oscarson) on a sheet of paper on which he is writing. The
viewer understands this as a key image:

It is here that we most closely approach what he is actually up to and why he is lin-
gering by the railings on the bridge. He is writing, making notes on his little sl-reet of
paper. There is fine thematic logic in the fact that this subjective camera setting is
held for as long as eight seconds, while the others, as has been mentioned, are only
kept for a couple of seconds, as short and involuntary penetrations of his field of
attention. Yet we can see from his hand movements that there is also something
nervous and unconcentrated about this writing activity . , . (Braaten t984: 89, my
translation)

In Carlsen's Hunger such close-ups have a characterizing function not only
by virtue of themselves but just as much through the relationship between
the near and that which is at a distance. Together with montage, this kind
of spatial interplay (typically combining long shots and close-ups, as in the
helicopter sequence in Coppola's Apocalypse Now) is fundamental to the
structure of the narrative fiction film. For example, in the classic film made
by the Lumiěre brothers, Leaving the Lumiěre Factory (ú95), we see the work-
ers in front of the factory gate at a distance; here, as in Orson Welles's
The Trial, the use of long shots makes the viewer see the people on the screen

as moving figures without any real identity. In the introductory scene in

Carlsen's Hunger too, the na
striking. Yet as Braaten points
film is that, in Carlsen's film.
with the subsequent close-upr
variety of other filmic means,
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perspective.
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Diegetic summaryi a short report of a speech act, without any specification
of what was said or l-row it was said, for example:

When Charley got a little gin inside him he started telling war yarns for the first
time in his life. (The BigMoney,zg5)
Indirect content paraphrase (or indirect discourse): a summary of the con-
tent of a speech event, without any account being taken of the style or form
of the'original' utterance:

The waiter told him tltat Carranza's troops had lost Torreón and that Villa and
Zapatawere closing in on the Federal District. (The 4znd Parallel,3zo)

Free indirect discourse: grammatically and mimetically in an intermediate
position between indirect and dírect discourse (more about this variant
below):

Whythehell shouldn't theyknow, weren't theyo[f 'n her and out to see the goddam
town and he'd better come along. Q9ry,4-4)
Direct discourse: a 'quotation' of a monologue or dialogue in the text.

This creates the illusion of 'pure mimesis', although the 'quotation' is
communicated and stylized:

Fred Summers said, 'Fellers, this war's the most gigantic cockeyecl graft of the
century and me for it ancl the cross red nurses.' (r9r9, r9r)

Free direct discourse: direct discourse without conventional orthographic
cues. This is the typical form of first-person interior monologue:
Fainy's head suddenly got very light, Bright boy, that's me, ambition and literary
taste . . . Gee, I must finish Looking Backward . . . and jez.,l like reading fine (The

4and Parallel, zz, Dos Passos's ellipses)

If orthography and syntax are in complete disarray, free direct discourse
may take the form of a stream of consciousness. The classic example of
such a speech presentation is the last sixty pages of James Joyce's Ulysses
(9zz),a textual segment practically without punctuation, in which foyce
lets the female main character, Molly, present her thoughts through
first-person narration. A short excerpt:

yes he said I was a flower of the mountain yes so we are flowers all a womans
body yes that was one true thing he said in his life and the sun shines for you today
yes.. . (pp.93t-z)

Free indirect discourse

Of these variants of speech presentation narrative theory has taken a par-
ticular interest in what we call free indirect discourse (corresponding to
the German erlebte Rede and the French style indirect libre). Tbe reason for
this interest can in part be inferred from the survey given above: since free
indirect discourse is placed in the middle of the scale of speech presentation, it
reflects in a unique way both the narrator's voice and the voice of the person

speaking. However, although fr
linguistic combination of two r.
tic'because it can also have im
thematically.

How can we identiý free in
reading? Let us look at three disr
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simple and delimited, rapidly flows together with otber questions in a narra-

tive text such as The Trial: who has control, authority, power? What does it

involve to have these things, what are the consequences of rzof having them?

The path is short from narrative observation to thematic discussion. Narrative Til
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more emphasis on narrativ
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5o Narrative Time and Repetition

since the narrative structure takes the form of a journey that the narrator, Mar-
low, makes from Europe to Africa, the'European space'also comes into play-
narratively, structurally, and thematically. The fact that the journey takes place
at sea and on the river we can identi$' as the Congo indicates that we can see

sea/water/river as a third, more neutral and mediating space, inserted between
Europe (powerful, dominant,'civilized') and Africa (oppressecl, exploited,
'primitive').In theoreticai terms Morten Nojgaard formulates this pointas fol-
lows: 'A journey, which can of course take place in inner space, is the expression
of a strong spatialization of the experience of time and is therefore well suited to
expressing the complex of problems associated with our realization of our-
selves,which is fundamental to narrative texts'(Nojgaardr976 tg4,mytransla-
tion). Now of course narrative space is not dependent on the fact that the
characters in the story actually travel, either physically or metaphorically. My
reason for mentioning the travel motif in particular is that it illustrates the close
relationship between narrative space and narrative time. Broadly, it can be
statedthateven ifthe spatialdimension is notequallyimportant in allnarrative
texts, it often plays a crucial part.This applies especially if specific parts or char-
acteristics of the narrative space influence and shape the characters, who nor-
mally appear in space and are thus also spatial elements of a kind.

In order to discuss how narrative space is presented in verbal fiction, it is
important to know of the distinction between 'story space' ancl'discourse
space'. Story spaceis the space containing events, characters, and the place or
places of the action as it is presented and developed in the discourse (i.e. as
plot). It is elements from story space that we build on when we construct the
story on the basis of the text \ /e are reading. (Edward Branigan uses the term
'storyworld' (Branigan ry9z'y-6) synonymously about film .) Discourse space
is the narrator's space. This can assume different forms and neecl not be indi-
cated in the text at all, but it is in principle distinguished from story space.
Again Heart of Darknessisareadyexample, for in this short novel (or'novella')
the discourse space is in practice physically defined through the narrative
situation with Marlow as a lirst-person narrator on board a sailing vessel on
tlre Thames. Yet although the discursive space of Heart of Darkness seems to be
sharply divided from the novella's story space, one of the effects of Marlow's
narration is to destabilize this apparently safe distinction and to bring the two
spaces closer to each other.

The relationship between narrative time and narrative space suggests
that an author of fiction must use different forms of presentation accorcling
to whether she or he wishes to depict what the universe and the objects in
it look like, or tell what happens to objects in the universe. On this basis
Nojgaard distinguishes between three forms of presentation:

t Narration: as purely temporal presentation (i.e. only presentation of
movements-'action' in the traditional sense).
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i2 Narrative Time and RePetition

zDescription:aspurelyspatialpresentation(i.e.presentatiorrofobjectsin
,pu.. áir.onnected from the aspect of tirne)'

3 čr^*rrr.which is neither spatial nor temporal presentation'

Although this tripartite division is illuminating in theoretical. terms' it

may be"difficult tó use it as a structuring aid in narrative analysis. For we

,urály *."t these forms of presentation as p-ure variants irr prose literature:

theyareusuallyconnectedandtheymutuallyinfluenceoneanother.Thus
evena.descriptivepause'isnarrated,andasaresultisinfluencedbythetem-
po.ut p..r.ná,ion inlrerent in the narrative. This applies to the extended

á"r.rii,iu" pause at the beginning of Conrad's Nostromo (rqo+)' to wlrich I

refer below.'It is also the caše that most comments, at any rate indirectly, will

be related to both narration and descriptíon' For although a t]arrator's com-

ment is in discourse space, it is still included in the narrative universe that the

author constructs. Nojgaard says of this characteristic feature of narrative

Íiction:

onlycommentcanoccurinapureform,butwehaveseenthatinsuchacaseit
.ealíy falls outside the narrativé universe . ' . One may therefore argue that none

of the three basic forms can occur in a pure form within the corlfines of the narra-

tiveuniverse.Pureternporalpresentationisanimpossibility'becauseany
movement is necessarily u *o*rn"t-t' of something and takes place, son-rewhere

i" pr".. *t'i.r. must be áescribed). Conversely, even the most detailed description

i..g, i" na^.'s novels) sees objecis as exisring in time, i.e. in movement. (Nojgaard

t976:Ďt)

If we link the concept of space to Íilm, the first thing that strikes us is that {ilm

displaysspac. r.rp"rtly. Since Íilm projection is also a form of conveying space-

.onrtítuting elements (place, 
"u"ntr, 

milieu, characters, etc.) the film-maker

traditionalřy puts a lot of work into finding the best location' This of course

also applies to film adaptation. If space and-time complement each other in

nctior'ut prose, the ,u*. i, certainlý true in fi1m. Film, says Gerald Mast,'is a

trulyspace-and-timeart;itiscertainlytheonlyoneinwhichspaceandtime
ú"í " ř'rry equal role' (Mast rg83: ro) ' 

'Different film forms" suggests Thomas

Llru"rr"r,;*ould seem to be determined by a film-maker's ability to construct

space and time-the two dimensions simultaneously present in filmic repre-

sentation-in a comprehensible manner' (Elsaesser 1994: rz)' We shall return

to the spatial dimension of film in the section on Íilmic presentation of time

below.

Temporal relations between narration and story In order for sto-ry events to

be piesented narratively it seems logica1 that they íirst must have'happened',

i.e. they must have been realized within the fiction. still, the temporal rela-

tionship between narration and events in a story can vary' and we distinguish

between four main variants.
Thefirstanclmostimportantisretrospectiyenarration.Inthisvaríant,

which is clearlythe most
happened. The distance
are related varies from tr

distance is approximate
unspecified, in Hamsun'
beginning ofthe novel). l
and, as mentioned, is ir
pre- emptive narration. E.

ture, it is not unusual in t
(e.g.Isaiah n: t-z).

A third variant is apprc
non-literary example is tl
hardly possible for narra
text necessarily indicater
narration (unless the wri
novels written in the forr
tion. Here the narrative
about. Chapter 9 in Part I

an embedded act of narr
source material he needs
extremely: ancl the pleasl
think what small probabi
was yet wanting of so sav<

Retrospective narratio:
tive form exists, as Genett
hand, retrospective narra
the other hand, it has an'i
sion of the passage of tir
to making narrative texts
accept without reservatir
('Tomorrow was Christn
illogical construction (Ha

Time in fictiona! pror

In the analysis of Virginiz
cussing time as an impo
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54 Narrative Time and Repetition

r Order (ordre): answers the question'when?'
z Duration (durée): answers the question'how long?'

3 Frequency (fréquence): answers the question'how often?'

Order By'order'we mean the temporal order of events in the story in relation
to the presentation ofthese events in the narrative discourse. Ifa text is so nar-
rated that it departs from the chronologicallyordered story (as an abstraction
that can first be assembled when we have read the whole text), there arises a
type of difference which Genette calls'anachrony', and which has two main
variants: analepsis and prolepsis. To a certain extent these two terms corres-
pond to 'flashback' and 'foreshadowing'. However, Genette's concepts are
clearly preferable since they are more precise and more directly related to two
complementary narrative variations.

Analepsis is an evocation of a story-event at a point in the text where later
events have already been related, i.e. the narration jumps back to an earlier
point in the story. This narrative variation, which is much more common than
prolepsis, is divided by Genette into three types:

t External analepsis: the time of the story in the analepsis lies outside and
prior to the time of the main narrative (which Genette calls'first narra-
tive'). This means that the narration jumps back to a point in the story
before the main narrative starts. For example, the Norwegian author Erik
Fosnes Hansen's Psalm at Journey's End Q99o) opens with a portrayal
of Jason, the conductor of the orchestra on the Titanic and one of the
novel's main characters, walking through the streets of London on April
Lo,1912. . . justbefore sunrise'(p.Z).At sunrise Jason stops:

The sun rose. He put down his suitcase and violin and watched everything slowly
changing, contours sharpening and deepening, the river acquiring colours.

He looked at the redness for a while.

'It should be a little to the right below the sun.'
His father's voice.
'Will it be long?' That is his own voice, light, curious, a very long time ago, when

he was ten. It all seems ťar,Íar away,and yet now it is coming closer. (p.8)

While this analepsis is linked to, and in a certain sense motivated by, the red
colour of the rising sun, it is clearly marked in the text-and at the same
time it sets the pattern for similar analeptic variations later on in the nar-
rative. (Actually, in this novel these analepses are so long that they aspire to
be'main narratives' in their own right.)

z Internal analepsis: the narratíon goes to an earlier point in the story, but
this point is inside the main story. A well-known example of this variant is
provided by Gustave Flaub ert's Madame Bovary (fi52). After we have been
told about later events in Emma's life, the third-person narrator presents
an internal analepsis which gives a concise account of the time she spent in
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dominant narrative. Prolepsis is, in other words, the evocation of a story-event

at a point before earlier events have been narrated. This form of narrative
information can be extremely compressed; it may be so dense that we can

hardly say that the prolepsis is'narrated'. In such instances, as in the example

from Fyodor Dostoevsky's Crime and Punishment (1806) below one or just a

few words that later become particularly significant may acquire a proleptic
quality.

A question actualized by this point concerns the connection between the

number of prolepseswebelieve we can identiý in a text and howwell we know
the text. This question exemplifies one aspect of the relationship between nar-
rative presentation and reading. If we re-read texts such as Conradt Heart of
Darkness or Dostoevsky's Crime and Punishment,we probably find more pro-
lepses than when we read the novel for the first time. One of the reasons for this
is that in the reading process the transition between'calling up'a later event
(which we perhaps know already) and'referring to' it in a pre-empting way is

easily blurred.
Thornton Wilder's The Bridge of San Luis Rey Q9z7) provides an illustrative

example of how prolepsis and analepsis can be combined. The special thing
about this example is that, in the novel's first sentence, it immediately plays on
both these variants of anachrony: 'On Friday noon, fuly the twentieth, 1714, the

finest bridge in all Peru broke and precipitated five travellers into the gulf
below'(p.3). Fewnovels have a more fascinating beginning.At the same time
that we as readers can see the five travellers in our mind's eye, plunging to their
certain deaths, we sense that the novel's action will be concerned with precisely
these five. Indeed, this turns out to be correct, for Brother Juniper, who wit-
nesses the accident, feels himself compelled by what he has seen to attempt to

answer the question: "'Why did this happen to those five?" If there were any

pattern in a human life, surely it could be discovered mysteriously latent in
those lives so suddenly cut off' (p. ó). In so far as the subsequent discourse

develops from this question,we might saythat most of the novel is analeptic in
relation to the beginning. Yet in this long analepsis, which covers practically
the whole book, the first sentence functions proleptically: as we know the

whole time what is going to happen to the five characters, we interpret what we

learn about them in the light of this knowledge.
A more debatable example of prolepsis ('debatable'because the prolepsis

calls up a later event without identiffing it) is to be found in Dostoevsky's
Crime and Punishment.I't the beginning of this novel the third-person narra-
tor focuses on Raskolnikov, the impoverished student in St Petersburg, who
becomes the novel's dominant main character. In a way that marks great nar-
rative economy the characterization of Raskolnikov starts immediately. The
omniscient narrator comments that Raskolnikov has an embarrassing feeling

of fear, and in a summary of his thoughts we read: ' "To think that I can con-
template such a terrible act and yet be afraid of such trífles,'' he thought, and he

smiled strangely'(p. r). This cr
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is descriptive pause.Between these two extremes we have summary and scene.

We can define these four concepts as follows:

r Descriptive pausei narrative time = n, story time = o; i.e. for a text segment
('n') there is zero story duration in the story. Such pauses are common in
narrative fictional prose, and they can have many different functions. An
example to which reference is often made is the extended descriptive pause
atthebeginning of loseph Conrad's No stromo (rSo+).Here Conrad lets the
third-person narrator depict the topography and analeptically sketch his-
torical lines of development in the area where the action is to unfold, an
unidentified country in Latin America. When we read the novel again, it is
striking what great relevance this descriptive pause has to the subsequent
events in the story and to the novel's thematics. Yet since we inevitably
expect a certainprogression in the story as we read, our patience and inter-
est are really put to the test the first time we read the novel! Similarly, the
reader of a very different kind of novel, Robbe-Grillet's La Jalousie 1957),
may be struck, or even irritated, by the way in which the narration centres
on an apparently static constellation of characters and constantly refers to
the same hour of the clock.

z Scene: narrative time = story time. There are two things to remember when
it comes to scenic presentation in prose Ílction. First (as I have already
mentioned), it is only conventionally that we can say that narrative time
corresponds to story time. Second, a scene too is narrated. This applies
also to texts in wlriclr the author mostly uses only dialogue (whích is
commonly regarcled as the 'purest' form of scene). A ready example is
Ernest Hemingway's short story'The Killers' (1928):

'I'll have a roast pork terrclerloin with apple sauce and mashed potatoes', the Íirst
man said.
'It isn't ready yet.'
'What the hell do you put it on the card for?'
'That's the dinner', George explained.'You can get that at six o'clock.'
George looked at the clock on the wall behincl the cour.rter.
'It's five o'clock.'
'The clock says twenty minutes past five', the second man said.
'It's twenty minutes fast.' (p.57)

As Rimmon-Kenan (r983:54) notes,'consisting exclusively of dialogue and
a few "stage directions", the passage looks more like a scene from a play
than like a segment of a narrative'. The third-person narrator's contribu-
tion is sparse, yet we note his presence in reported statements such as
'George looked at the clock . . .'. Novels written in dialogue include Denis
Diderot's Jacques le fataliste (Vg) and, (even more clearly) Le Neveu de
Rameau (r8o5), and several books by the Spanislr autlror Pío Baroja.

Extensive use of scenes may, but need not, result in a longer text. A text
such as Bjornson's 'The Father' illustrates that scenic elements are
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óo Narrative Time and Repetition

Story time

Narrative time Scene

Figwe3.2

In the context of analysis, an implicit ellipsis is often more interesting
than an explicit one. The ellipsis opens a chronological gap in the text, and
for the reader it is a challenge to understand and explain what thematic
effect the ellipsis has. Does it perhaps give an interpretative signal? This
does not mean that all implicit ellipses do have a productive function-we
may have to analyse the whole text to find out whether that is the case.
Schematically, we can illustrate the four main variants in relation to'con-
stant speed'in a narrative prose text as shown in Fig.3.z.

Frequenry Frequency is an important temporal component in narrative
fiction. For Genette, frequency refers to the relationship between how many
times an event occurs in the story and how many times it is narrated (or men-
tioned) in the text. Thus frequency involves repetition,which in itself is such an
important narrative concept that I shall discuss it in more detail below

The relationships between story events and their narration in the text have
three main variants:

Singulativ e n arrationi what'happened' once is told once. This is the simplest
and most common form of frequency. To this category also belongs a less
common narrative phenomenon, namely telling several times what hap-
pened several times. Cervantes parodies this narrative method when in Don
Quixotehe lets Sancho tell the story of the fisherman who had to carry 3oo
goats in a boat and only had room for one at a time. When Sancho starts
tellingthe story, itbecomes clear thathe isthinkingofrelatingthís event3oo
times, corresponding to the number of trips the fisherman hacl to make.

Repetitive narration: what'happened' once is told several times. This is an
important narrative method in modern literature, though we also have
examples that are much older. If we see the four gospels in the New
Testament as'one' story, we can say that they form a repetitive and self-
consolidating narrative presentation of the life of Jesus. A modern master
of repetitive narration is William Faulkner, especially in novels such as The
S o un d an d th e F ur y Q9 z9) and Ab s al o m, Ab s alo m! ( 1936 ). In the latter n ovel
the narration returns again and again to a specific story-event that Henry
Sutpen kills Charles Bon. Faulkner then links these repetitions to other
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6z Narrative Time and Repetition

it undermines any systematized account. However, this in itself does not ren-
der these categories invalid, and the different combinations of narrative time
are most interesting precisely as combinations of the systematized variants
presented here. This means that the concepts which are relevant for use in
narrative analysis will vary from text to text. The narrative characteristics
and problems in the literary text under consideration will determine what
concepts it is fruitful to apply.

Narrative time in film

It follows from what I have said about film communication and the film nar-
rator in the preceding chapter that in a film narrative time is presented rather
than narrated. Yet as we will also remember from Chapter z, I see such film pre-
sentation as a variant of narration, and the expression'film narrator'indicates
the complex communication instance for this narration. When Gerald Mast
claims that space and time have equal roles in film, it is not least film's unique
presentation of time that he has in mind. On the one hand, film presupposes
space (a film displays in rapid succession a series of images, and each image is
a spatial print); on the other hand, film imposes a temporal vector upon the
spatial dimension of the image. Film complicates and changes the image's
stable space by setting it in motion and adding sound, and by introducing
sequences of images and combinations of events.The result is an extremely
complex and captivatingly effective art form, but film does not become less
space-'based'or less space-dependent even though it continually destabilizes
and complicates the spatial dimension of the image.

These comments touch upon one of the most interesting discussions in film
theory: what is often called the'Eisenstein-Bazin debate'. For Sergei Eisenstein
(the Russian director of several classic films, including The Battleship
Potemkin, which I shall be discussing below) film does not communicate so
much bydisplaying images as through the way in which these images are com-
bined:'two film pieces of any kind, placed together, inevitably combine into a
new concept, a new quality, arising out of that juxtaposition' (Eisenstein 1986:
14). This assertion, which is closely related to Eisenstein's montage technique,
is countered byAndré Bazin, who argues that Eisenstein dubiously breaks up
nature (the objective world of reality in which man is placed) into small pieces,
both spatially and temporally. For Bazin, the value and human appeal of film
lie primarily in presenting (and thus in a sense recreating) nature as'whole'
and'complete'. Implicit in the arguments Bazin levels at Eisenstein there lies a
conception of film as an art form in which space dominates. For Eisenstein it
is on the contrary time that is more important, since film images can only be
combined sequentially in the projection process.

If we link these views to my introductory comments on the presentation of
time in film, both Eisenstein and Bazin seem to have good points. Yet Mast is
right in saying that much of film's special appeal lies in
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6+ Narrative Time and Repetition

and finally after his son has drowned. These visits constitute important stages

in Thord's life, and they all contribute to presenting the drowning accident as

a peripeteia-like climax. The effect of the repetitions is reinforced by the long
story time which the concentrated narration spans, and the last repetition
marks the end as final.

Of the many different forms narrative repetition takes, three are particu-
larly clear. First, we may have repetitions of individual words (most often
verbs, nouns, or adjectives), gestures, reactions, and so forth. The snow in'The
Dead'acquires a symbolic qualitybybeing repeatedly referred to at important
points in the text, and the same may be said of the lighthouse in To the Light-
house.Thisform of repetition is often linked to characterization, as when Don
Quixote is again and again described 45'p4d'-$6th by the narrator and by
those with whom he comes in contact. Such repetition can have a comic effect,

but this effect may then be qualified through other narrative devices. For
example, Don Quixote both confirms and complicates the picture drawn of
him as being mad. Most clearly he seems to confirm his madness through his
actions as a knight errant. Verbally he makes this most explicit in connection
with the penance that he imposes on himself in Sierra Morena.Yet since in his
ingenious narrative design Cervantes places the hero's proclamation of mad-
ness (pp. zt31o) afterthe speech Don Quixote makes on the golden age (pp.

8ó-7), the effect is different from what it would have been had the two passages

changed places. For in his speech about the golden age Don Quixote appears
far from mad; rather, he comes over as wise: he says things that are so surpris-
ingly thought-provoking that the reader is startled when the narrator (who
quotes the speech) expresses the view that'this tedious discourse . . . might
verywell have been spared'(p.82).

Second, a narrative text can repeat events or scenes in such a way that they
appear alike, perhaps almost identical. Thord's visits to the priest in 'The
Father' accord with this form-the fact that the pattern of action in the first
three visits is very similar makes the variation in the fourth more dramatic. In
The Soundandthe Furythenarration in the first three parts circles around the
same events. These events are ostensibly identical, but since they are variously
presented and interpreted (through three very different narrators), Faulkner
raises the question of whether they really are so.

Finally, if we extend our perspective from the single text to an author's
works as a whole, we can see that many authors use again in later books char-
acters, motifs, and events taken from what they have written before. Cedric
Watts has introduced the term 'transtextuality' for this narrative variant
(Watts rg8+: r::). Such transtextuality does not mean the same as the concept
of intertextuality'(which I shall be discussing in Chapters +and,l). Transtex-
tuality is a more restricted concept for repetitions within a specific author's
works, but it does not follow that these repetitions are simple or unambigu-
ous. For example, Conrad's character Marlow is a narrator in four narrative
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ThehistoryofWestern ideas of repetition begins, accordingto Miller's short
summary, with the Bible on the one hand and with Homer, the pre-Socratics,
and Plato on the other. The modern history of ideas about repetition goes by
way of Vico to Hegel and the German Romantics, to Kierkegaard's Reltetition
(1843),to Marx,toNietzsche's concept ofthe eternal return, to Freud's notion of
the compulsion to repeat, to the aesthetics of modernism,'on down to such
diverse present-day theorists of repetition as |acques Lacan or Gilles Deleuze,
Mircea Eliade or facques Derrida' (Miller 982:5). The theorist Miller makes
most explicit use of is the French philosopher Gilles Deleuze. In Deleuze's
Logiquedu sens(r9ó9), two alternative theories ofrepetition are set against each
otherbywayof opposingNietzsche's concept of repetition to that of Plato:

Let us consider two formulations: 'only that which resembles itself differs', 'only
differences resemble one another'. It is a question oItwo readings of the world in the
sense that one asks us to think of difference on the basis of preestablished similitude
or identity, while the other invites us on the contrary to think of similitude and
even identity as the product of a fundamental disparity. The first exactly defines
the world of copies or oí representations; it establishes the world as icon. The sec-
oncl, against the first, defines the world of simulacra. It presents the world itself as
phantasm. (Deleuze t 969 3oz.,Hillis Miller's translation)

What Deleuze calls'Platonic'repetition is grounded in an archetypal model
which is untouched by the effect of repetition and of which all the other exam-
ples are copies.'The assumption of such a world gives rise to the notion of a
metaphoric expression based on genuine participative similarity or even on
identity . . . A similar presupposition, as Deleuze recognizes, underlies con-
cepts of imitation in literature' (Miller r98z: ó). Positing a world based on dif_
ference, the other, Nietzschean, mode of repetition assumes that each thing is
unique, intrinsically different from every other thing. 'Similarity arises against
the background of this "disparité du fond''. It is a world not of copies but of
what Deleuze calls "simulacrď'or "phantasms''' (Miller ry8z 6).These phan-
tasms are not grounded in some paradigm or archetype, but are ungrounded
doublings which arise from dífferential interrelations among elements which
are all on the same plane.

These two variants of repetition are not mutually exclusive. Quite the
reverse: the second form is related to the first and can to a certain degree be
considered as a reaction to it-indeed, in many narrative texts bothÍorms can
be traced. If so, one can then go on to discuss what the relationship between
the two forms is like, and whether there are special reasons for alternation, if it
occurs, to arise between them. Such questions can lead to interpretative results
which are not only interesting in relation to repetition but which can also be
linked to other features ofthe text under consideration.

Even if the narrative aspect is more immediately visible in the Íirst three
forms of repetition, it is also present in the two basic variants Miller discusses.
As has been mentioned, the snow in loyce's 'The Dead' becomes more

important through the rr
throughout the text. To beg
form of repetition presente
Dead', these repetitions grac
thematic patterns. In particr
which actualizes both the fir

Repetition in fiIm Is the co
is, and yet the form and the
cally different from those nr
eral points before briefly rel
and Sergei Eisenstein's Táe l
r Through its own produr

repetitions. That the pro
at a rate of twenty-four fr
itive process which is uni
unending series of imager
tendency of human visior
constitutes film. Forms
uncompromising progrer

z Repetition in film is clor
especially to sequence. Sut
they can also be very dif
fragmented on that accou
covered just before the tur
of frames that the film pro
temporaneous and cohert
which represented an eno
ments of Edison and Lum
the animated cartoon film

3 Repetition is an aspect of fi
rative dimension, since na
development of time and a

that have already been intr
duction ofnewones. On thr
maybe comparedwith rep
means here too will be diffr
ing examples of this in part
Huston's adaptation of ]ov
the symbolic qualities asso<
creates something of the sa
with key dialogue excerpts s



'tulg eql ur (sro1cu) sJelfuJuqf aqlr(q ua1ods sldra:xa an8oprp Áa4 qlrm
lrous 3u1p3 aql3o saBurur 3ur4q1 dq tfeJa arues aql3o Burqlauos sal€eJf
rug eq1 d"rols lroqs eql ur Mous aql qrlrvr pelerfosse sellrlunb :qoqu'b aql
uo lq8rar'r sareld srs'(pue srqJ <pea6 aq1, s,ar,(o{ go uoqeldepe s(uolsnH
ut{oíJo sts,(pue aq} ur sduqrad 

'(1rua1r 1sotu'II ]ru4 ur srql;o sa1druuxa 3ur
-aas eq ilpqs a6'(sauo cqsln8uq aql uro{ luaJaJJp aq ilurr ool eJaq sueau
:rrup aqt q8noql uala) uonlg lpqra ur uorlrladar qlyrt paruduro: aq'bru
luq1sÁervr ut a}€Jado uef uollpedal ]II'uIg '.Ia^al slq} uo'seuo1v\euJo uop]np
-oJlul aql ql1rvt (pareadal snql aJe pue Pa]npoJtul uaaq dpuar1e a^€q leql
slueruala 'a'r) sluaurala uil\orDl saurqr.uof 'uorlrp pue aurrlJo luarudola'rap
aq] o] alBIaJ uuf a1!\ qll{1!\'uorssarSord e pBJJBu afuls 'uorsuaulp a IIEJ

-JBu E lunlParu aql8ur,rr8 ol salnqlJluof, luq} ruluJo }]edse ue st uot1qada6 €

'Iulu uoolJul pelul'uruB aql
to uorlau.ltuv ol afue}slp uoqs u Á1uo se1tt trI 'aJQItun'I pue uoslpaJo s1uau
-tradxe {ulg }sJg Jqt uo.g pJ€lvrJoJ dals snourroue u€ pa}uasardar qrtqrrr.

'rhanorstp slgl uIoJď 'lou sI l]EJ uI ll JI uarra 'luaraqof pue snoauerodura1
-uo3 tulg eqluI uol}fu aq} sa{Eu saphord ropaíord ruru aql luql saruu{Jo
uot1e1uasard a,tpuadar eql leqt'írnlue] al{lJo uJnl aql aJoJaq lsní parerroc
-slp sQII9I^tr ueluqJualc eql sÚ (sI uoseeJ eqJ'lunof]e luqt uo pa1uaru8er;
pue l1raí Butuo:aq uollf€ aql lnoqllm 'luarag1p íral aq osp uer '(aql
lnq'lulrluapr,(1urq:erd aq uuf satuu4 Surpaarrng 'atuanbas o1 ,(1ur:adsa

pu€ 'aruq Jo uolle}uesard cru1g ol pelEIáJ '{1aso1: sl u{U ut uot14ada6 z

'pua o1 Suruur8aq urog uorssarSord Sursrtuorduro:un
s(rulu qll/v\ Pelfauuol ,(1asop aru uorlrladal Jo sruJoc 'rulu salntusuoJ
l€ql uolsnff lurqdo aql saluaJJ luelualol'u eas o} uolsr'r uurunq;o '(]uapuel
eql 'Ja o sr tulu aql uaq^\ lurod aqtr ol dn lq8rr-saBprur Jo sarJes Surpuaun
í1luaredde ue q3norql paulelulutu Í1pa1dnrra1ulun sI q]n{rur ssarord alrp1

-1adar í1eltuul{f alu B sluásardar puo:as ;ad sauur; rno3-'!uarur1;o alEJ u 1B

afJnos rq31 e;o }uo4 uI etuu{ q]ea .sdo1s, ro1raíotd aqr ruq1 'suol}t}adar

Jo sarJas E sB Jlasll salnlrlsuof rulg ssarord uoqrnpord u-no slr q8norql r

'(926r) u11ua7o4 dy4sa!ila7 aLlJ s(uralsuasrfl raBrag pue
(b6r) auoA uanilJ s,salla6 uosr6 ol uraql Suqelar Lgarrq aroJeq sturod p;a
-ua8 aarqt elou ]srg sn ta'I'uorlf,g asord q pug arvr esoql ruo.r; luaraJJlp dlpr
-tpur yed uI aJB strrlg uI sEI{ uol]I]eda; suot1:un; aql PuB {'uJoJ áq1 1ad puu'st
d1snorrrqo lI žtup JoJ luP^aIaJ uo1tlladar;o lde:uo: eqt sI ru11l ur uoppedan

'uo1t1ladar 3o stuJoJ puo]es pu€ lsJg eq} qloq sazlpnp€ qflqm
íro1s poqs slql q euafs Jeuup l€Jlua] aql sI ll JEIn]1ued u1 'sura1ed rt1euraql
pue e^IlBJJBu xa1druor ut pa]er8a}ur auocaqí1enper8 suotl4adeJ asaql(<P€eo
ag1,Jo stsípuu aq1 ut aes [uqs arlr sE laÁ'a^oge pa1uasard uoqt1ada;;o ruro;
lsrg aqlJo tuurru^ aldurs u su sruaddu srql qlrm ur8ag o1 'xel aql lnoq8norql
qurod snorJu^ lB (Mous, pJo \ aql ;o uorlrpdar aql q8no.rql luelrodur

19 uo;1;1edeg pue oull o^llereN

aJoru setuolaq (pPac aqJ, s.al
'sassnfsrP JallrlAJ sluerJp )rsEq or
aaJql }sJg aql ul eJqlsu í1alurpai

'uouE.rePt$'

aq osp uul r{lrq/r 1nq uorlqelat
sllnseJ e^rlplard:alur o1 peal ue:r s

u JI'uollPuJalle JoJ suosBal [sl}aú
uaanlaq drqsuorleyar aql lp+rl ss
ue) srttroJtlioq sxal a,uluueu -irn
aq aa.r3ap ulelJa] € ol uef Pue rs
aqt attn} 'a^Isnlfxa Á1pnrnru rl

r1)rqm sluatuala Suorue suoqqa.L
papunor8un aJE lnq'adí1aqrrr a
-uuqd asaq1 '(g :z86t Jail'Jt l . -Ífi
Jo lnq sardo:3o lou ppoli{ p st tl
lsure8e sasue,tgelluls,'Bu!{Tr re(

sr Surql qlue leql sarunsse uoqqt
-JIp uo paseq plro^r e 8upso4'r9
-uof sarlJapun'sazruSo:ar eznap
uo ue^a .ro í1tre1turs aAllalr:qJt
B Jo uorlou aql o] asu sa,ui ppor
-ruPxa Jaqlo aq1 lle qtrq.$Jo p'u" l
IaPou 1ed,beqc.lu uP uI Pep'unoÍ

(uo{rqrwr
se JIáS}I plJom aql s1uasard lI ?JJ.1ÍN[
-ras eqJ'uorr sE plro^! aqr srqqFlm
seugep,{ylrrxa tsrg aql .írrraJsu p
PuB Jpnllllulls Jo luÍt{l ol .i_rerurr
apnlrlrturs peqsrlqelsaard ;o slsl rp
aq] uÍ PIJoM aq};o s8urpea.r oq_;o m
ípo, is.ra;;rp JIaslI sáIquIJsJl +aÍqň

:oluldJo lur{t o1 uorlladar;o 1

q:ea 1suru8e 1as are uorlrladarJos!
s(eznaláC uJ 'azna|ec sa|l'D l'Iř
sa)IEtu JaIIIW lsuoeql aq1 '1í zg(
'eznalaq sellrD Jo uerel sanb:e1 e

qlns ol u^{op uo,'ulsruJapoulJo
Jo uollou s(pnaJJ 01'uJnleJ PtIlá]tJ
uo4rpday s.pruuSa>1;ary ot 'sJpur

'(q 
sao8 uonrladar lnoQp seapJor

's:rlenog-ard aqt teuog ql1r'r po
uot{s S<JaIIIIAJ o1 8urpror:e suÍ8aq
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Repetition is a constituent element in all narrative film. Both Citizen Kane
and The Battleship Potemkin have so many effective variants and combina-
tions of filmic repetition that I must limit myself to a few selected points for
comment. In Orson Welles's film, the most interesting repetitions are related
to the main character, Kane. Their overall effect is reinforced by the structural
device of presenting a life story as retrospectively'ordered', but with chrono-
logical progression of action centred on crucial turning-points in Kane's life.
Thus, relatively early in the film, an image shows Thatcher with his parents dis-
cussing Kane's future; in the centre background of the same imagewe can see
Kane as a boy playing outside the house. Welles's combined use of framing,
deep-focus photography, and low-key lighting to achieve this effect is repeated
at a later point in the film. Here the viewer sees and hears Leland and Bernstein
discussing Kane's integrity, and how reliable he is in relation to the projects
they are themselves involved in. In the background between the two we can
see-less clearly than the first time, but nevertheless clearly enough-the
outline of Kane as an adult reflected on the window.

An obvious effect of this device is to supplement diegetic sound: the outline
of Kane visualizes and illustrates what the dialogue is about. The background
outlines of Kane as a boy and as an adult serve to integrate sound and image,
thus reinforcing Kane's position as the film's main character. This effect is not
only structural but also thematic: is Kane perhaps more vulnerable and less

ln orson Welles's Citizen Kane,Íilmic techniques such
as deep focus and low-key lighting are combined with
elaborate forms of repetition and flashback
(analepsis)' The Íilm starts with the dying Kane
uttering the word 'Rosebud'. This name focuses the
viewer's attention on Thompson's sustained attempt
to reconstruct Kane's life in order to study his
character traits.

From the Odessa Steps sl
Battleship Potemkin, a clt
technique.

lf the mutiny on the I

Russian revolution, .

collective strength.

dangerous than he appears to t
related to other aspects ofthe fil
Welles uses technical variants c
effect. Not only are the frami:

{



í13uqrr1s sJa}fuJuqf ;o 8utuot1tsod pue 8urruer; eql eJu 
'(1uo 1o51 'raga

fltrBl'uaql Jo puH slq} a^alqfu o1 uop11adal Jo slu€IJeA IDIuq)a] sasn sJIIeM

l€q} sI 3Jeq a>Ieru o1 1utod 1ue'ra1al aq} lnq'ruIU eqrJo spadsu Jaqlo o1 PelEIaJ
eq afuelsur xau aql ur uBf, uopsanb slqJ :aq ol sruaddu aq uuql snora8uup

'UlBuells e^llcolloc
sez|1oqutÁs }|asl| dlqs aq}'uol}n|o^al uelssnu

au} suesoldo ) uDtwe]od dl[]se|Beq aul} uo Ául}nu eu} }l

'enblur]cel
aBeluor"u s,ulalsuaslS 1o aldurexe crsselc e'upiwapd dltlsapleg

aq-l s,ulalsuasr3 laBreg u1 ecuanbes sdalg essapg eql uoJl

69 uorlrladag pue aurl enllereN

stq Ápnls ot

}dwaBe paulelsÍls
oq] sasncoJ euel

auex FuÚp e

rceqqsel
qltM pautqurcr a2

qcns sanbruqcal *

ssal puu elqeJauJÍr^ arou sdtqra
lou sr lJeJJa srr.{J'JappJeq) urťttr
'e8utur pue punos aler8alur ot ar,
punor81ruq aI{J'lnoqs sI ansoíu
aurllno aql :punos ollaBap rueura

'.r{oPr4.r

aqt-qBnoua r(y-reayr ssala{nlrra
uef allt. oml aqtr uea rlaq punod:
spaío;d aql 01 uollelal ur sl eq il
ulalsuJag puP puela.I sJeaq Puť $a

paluadar sr lceJJa srqt a^arqre ol tn
'8uturer; Jo asn páulqluof s.saÍPl
aas u€f ana8aut au.rus eql lo vm
-stp slue;ed slq qll^\ Jaqlrsrr I s.rr
'aJrl Eaue) ur slurod-Sulurnr 1ulr
-ouoJtlf I{1lrvr lnq ,parapro, íp.rp
IBJnlfnJls aqr'(q pa:.ro;ulal Í Lle!
palelal arp suorlrladar 8ur$aralm
ro; slurod papalas ir,ral e or JFriu
-Eurquol puE sluBrrE^ a^II)JjUe r

auOx uazryt) qiog .urlu a^rtElrru



70 Narrative Time and Repetition

similar, with spaces between the characters to make room for the outline of
Kane, but so is the use of camera angle and depth of field. Structurally as well
as thematically, Welles's innovative use of the wide-angle, deep-focus
lens is strikingly effective.

In Eisenstein's films as well, repetition is closely connected with other filmic
means (and is therefore difficult to discuss in isolation). I shall briefly com-
ment on the use of repetition in what Eisenstein himself called Act 4' of The
Battleship Potemkin, the Odessa steps sequence. This deservedly famous
sequence is the classic example of Eisenstein's montage technique. Generally
speaking, montage describes how a film is assembled through editing.If mon-
tage refers to an approach to editing developed by Eisenstein and other Soviet
film-makers of the r9zos,'it emphasizes dynamic, often discontinuous, rela-
tionships beween shots and the juxtaposition of images to create ideas not
present in either shot by itself' (Bordwell and Thompson r99Z: +8o). One
constituent element of this particular montage sequence is that Eisenstein
systematically integrates repetitive shots in other structural elements such
as rhythm, contrast (mainly established through cross-cutting), and plot
progression. For example, shot roro is an extreme close-up of a tsarist officer
swinging a sabre across his shoulder. This shot is directly followecl by shot 1011,

which shows a woman with blood spurting from her right eye. As David Mayer
points out, this image is logical:'the woman has been slashed across the face
with the sabre. The violent act, though unshown, is as real as if it were seen'
(Mayerry7z:t).

A different variant of montage is observable a few shots further on. In retali-
ation for the massacre on the Odessa steps, the battleship Potemkinbombards
the tsar's militaryheadquarters.Into the shots of thisbombardment Eisenstein
ínserts three separate shots (on screen for just over two and a half seconds) of
three marble statues: a sleeping lion, an awakening lion, and a standing lion. As
Mayer notes, the image is striking but illogical. Together the shots of the lions
'form a stirring visual metaphor, the awakening anger of the Russian people'
(Mayer ry72:rr).Yet although Eisenstein composes the shots of statues of lions
so that they seem to come remarkably alive, this does not in itself reduce the
effective contrast between this image and the repetitive shots of the people on
the odessa steps.Indeed one thematíc effect of the image of the statues of lions
is to invite the viewer to connect lions (as a classic image of human strength)
with the strength of the revolutionaries in revolt. Following the low-angle shot
(shot roz4) of the standing lion towering against the city there is a cut to the
entrance gate, and as the panning camera dwells on all the dead bodies lying
strewn over the steps the viewer is invited to compare them with the lion as a
symbol of human strength. This kind of linking is logical and yet illogical-
lifeless like the statues of lions, the bodies are those of human beings: victims of
authoritarian violence. It is precisely this combination of different forms of
montage which makes this sequence so exceptionally effective as film.

If finally we look at the rela
note that here too Eisenstein r

manner that creates suspense.
the film's original screenplay, E
device;'The action in each par
is permeated and cemented, a
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Events, Gharacters,
and Gharacterization

In fictional literature as in Íilm, characters are characterizedin many different
and complementary ways. The characters are involved in the plot, and the
actions they perform constitute a series oÍ events.The first part of this chapter
comments on such fictive events, which are then linked to the terms character
and characterization. My main example is Cervantes's Dotl QuixoÍe. Relating
these concepts to that of film adaptation, the last part ofthe chapter briefly
discusses Gabriel Axel's adaptation of a short story by Karen Blixen (Isak

Dinesen),'Babette's Feast'.

Events

In theory fictional events take place at the story level in a narrative text. The
story is an abstraction-a chronologically ordered summary constructed
from the discourse. An event is also abstracted from the text, and the same
applies to the fictional characters. The difference between story and discourse
usuallybecomes greater the longer and the rlore complicated the text is. Con-
versely, the difference is relatively small in short and simple stories. In the
'minimal story'which Prince presents, the narrative text is so short that story
and discourse practically coincide:'John was happy, then he saw Peter, then, as

a result, he was unhappy.'
Although narrative theory has spent a great deal of time discussing

how useful the concepts of story and event are, they are no\{ as a rule consid-
ered to be absolutely necessary. One important aspect of tlre story is that it
marks the text as narrative. For the story refers to the development of action,
and it furthermore gives this development or change a temporal dimension.
Time is a key word here; events are generally closely linked to narrative time.
An event is an integral part of the action: it involves a change or a transition
from one situation to another (cf. Prince's example), and this transition is
usually caused or experienced by one or more characters. An event need not
necessarily take the form of an external, dramatic action. To insist on any
absolute distinction between state (as something static) and action (as part of
a process) is difficult, for a process is usually composed of many complemen-
tary states and moments. As Mieke Bal has noted, two aspects of time are
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text approach the form of an intelligible whole is the succession of dates. Note
that, understood as a'structure of relationships] plot is not identical with dis-
course. While discourse, put simply, is the text as it presents itself (with all its
literary means, devices, and variations), plot refers to the way in which the
events are combined, structured, and developed. As will be recalled from
Chapter r, plot has an important dynamic aspect. Paul Ricoeur finds that plot
'governs a succession of events in any story . . . [which] is made out o/events to
the extent that plot makes events into a story. The plot, therefore, places us at
the crossing poirrt of temporality and narrativity . . .' (Ricoeur r98r: ró7; origi-
nal emphasis). Such an understanding of plot implies a critical interest in, and
focus on, the dynamics of narrative; this kind of critical interest informs, I

hope, the analyses presented in Part iI of this book. Moreover, defining plot in
this way also indicates an interest in reading and in the relationship of reading
and plotting-'that which makes a plot "move forward", and makes us read
forward, seeking in the unfolding of the narrative a line of intention and a por-
tent of design that hold the promise of progress toward meaning' (Brooks
1984: p. xiii). As Frank Kermode has observed in The Sense of an Ending aIl
plots thus have something in common with prophecy,'for they must appear to
educe from the prime matter of the situation the forms of a future'(Kermode
r98r: 83). The texts subjected to analysis in Part II provide rich illustrations of
these characteristics of plot.

After having commented on the dramatic, external events in the Annals
of Saint GaIl,I shall make a long leap forward to a fictional text characterized
by a striking absence of such events. This is how Alain Robbe-Grillet's'The
Beach opens:'Three children are walking along a beach. They move forward,
side by side, holding hands. They are roughly the same height, and probably
the same age too: about twelve. The one in the middle, though, is a little smaller
than the other two' (p. r3). As the beginning of a short story (or a novel) there
is nothing special about this example; what is exceptional is that the whole text
is descriptively observant in this particular way-through a third-person
narrator's recording, camera-like perspective. Suspense in this short story
comes partly from expectations on the part of the reader (from reading
other short stories) that something (dramatic) is soon going to happen.
The fact that very little happens beyond the opening paragraph does not mean
that this short story is devoid of events, but rather that the text limits itself
to giving supplementary observations of the one event that the first sentence
presents.

Functions of events According to how it is presented in the discourse, an
event can have different functions. These functions often become more com-
plex when several events are combined with one another. By function I mean
those properties of an event that give it one or more specific purposes, par-
ticularly in relation to the text's content aspect. Seen thus, functions of events
are closely related to the characters in the text, for they usually set the action in
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or more alternatives to choose between; it can also reveal the results of such a
choice. Barthes gives an illustrative, non-literary example: if the telephone
rings, one can either answer it or let it ring. A catalyst accompanies and com-
plements the kernel, but the action to which it refers does not'open (or con-
tinue, or close) an alternative that is of direct consequence for the subsequent
development of the story' (Barthes r98zb: 265). Before I answer the phone, I
perhaps turn on the light, unlock the door, or wonder who is ringing.

Both kernels and catalysts may be more or less complex. In the first part of
Don Quixote the attack on the windmills is a kernel event. Although we have
our suspicions about the likely outcome, at this early stage we cannot be sure
how Don Quixote will reactto the outcome, and what new events his reaction
will lead to. As a kernel the attack on the windmills is accompanied by various
catalysts, such as Don Quixote's urging Rocinante into the fray and asking
Dulcinea for help ín the battle. Note that the way in which we understand
a kernel event here means that it becomes more uncertain whether Don
Quixote's subsequent attacks are kernels. For gradually we believe ourselves
able to recognize in advance both the herot pattern ofaction and pattern of
reaction, something which is intimately connected with the parody of chival-
ric romances.Yet note too that in the novel's second part the concept of kernel
is re-actualized, since to a higher degree the world around Don Quixote meets
him on his own terms: the world around him acts as if it were mad, while the
hero himself gradually becomes less mad.

The concept of character
The performing characters that narrative texts present are fictional.In litera-
ture they are part of a linguistically constructed fiction; in film they are indeed
visualized for us, but they are nevertheless part of a complex film form with
aesthetic devices and characteristics of its own. Both in literature and film the
drawing of characters is based more on conventions than on unambiguous
'historical'references to'real'people. This does not mean that fictional char-
acters cannot be related to historical persons or to experiences from the
reader's own life. Such contact is often crucial to what response and interest are
aroused in the reader.Yet we do not expect the same of the fictional characters
the author constructs as we do of historical people we know. There are a
number of reasons for this, including literature's need to dramatize, concen-
trate, and intensifr plot presentation. Much of the same applies to our expec-
tations of characters in film, though it needs to be added that the viewer's
expectations are influenced by film genre (as are the reader's by literary genre).
Realistic Hollywood cinema, for example, asks us suspend our disbelief and
to think of the film's plot as if it were real. This kind of request is made
even though, as Richard Maltby points out in his reading of Michael Curtiz's
CasablancaGg+),
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indicators in the discourse. In one sense this kind of abstraction is integral
to the process of reading narrative fiction, especially fiction belonging to, or
associated with, the strong tradition of realistic fiction in literature. As Hillis
Miller notes in Ariadne's Threaď 'one of the powerful attractions of reading
novels is the way the reading of a novel produces the powerful illusion of an
even more intimate access to the mind and heart of another person than the
reader can ever have in real life' (Miller r99z: 3r). A character', continues Miller,
'is a carved design or sign . . . The word character,Iike the word lineaments and
the word pers on (from the Latin word for mask) involves the presumption that
external signs correspond to and reveal an otherwise hidden inner nature.'Yet
as Miller also observes, the effect of encountering and knowing a character in
aworkof narrative fiction is an illusion, and while the plots of narrative Íiction
irresistibly invite us to construct mental images of its characters, narrative
discourse can also (as we shall see in Part II) problematize'belief in unitary
selfhood' (Miller ry92: 3r).

Miller's Ariadne's Threadis a forceful demonstration of the intricate ways in
which our conception ofcharacter shapes, and is shaped by, our understand-
ing of narrative. Another significant contribution to our understanding of
fictional characters is James Phelan's Reading People, Reading Plors. Phelan's
approach to the concept of character is different from Miller's. He begins by
problematizing David Lodge's assertion, put forward in Language of Fiction
(196ó), that a character is an abstraction of verbal symbols. Lodge is not alone
in holding such a view of the Íictional character; on the contrary, his position
is representative of a good deal of narrative theory. Now Phelan does not
believe that Lodge's assertion is wrong, but that it is incomplete. As it is pre-
sented through verbal language, the concept of character has an artificial
component that Phelan calls the synthetic-'part of knowing a character is
knowing that he/she/(it?) is a construct' (Phelan 1989: z).In addition he intro-
duces two more components, the'mimetic'and the'thematic'. The mimetic
component is linked by Phelan to the identiýing activity we perform as read_
ers when we switch from registering ('synthetic') characters to perceiving
them as acting and thinking. The mimetic component, then, describes the
activity we perform (as an integral part of the reacling process) as we'identiý
the concept implied in the phrase "this person"' (Phelan 1989: z). The thematic
component, a content component that builds further on this kind of identi$'-
ing activity, is related to the reader's literary competence. Such competence is
based on the ability we have to discuss questions such as: what is important
and interesting about this character? To what extent is she or he representative,
and what is the nature of the relationship between representativeness and
individuality? Is the character credible and how does she or he develop/change
throughout the text? Phelan finds that whereas the mimetic and thematic
components may be more or less developed,'the synthetic component. . .

may be more or less foregrounded' (Phelan 1989: 3).
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likeness, contrast, and (logical) implication. Between them these and other
devices ofverbal discourse form the character's essential qualities and iden-
tity-'the character and the discourse are each other's accomplices' (Barthes

1974: yB), The question of character development can be related to E. M.
Forster's concept of a'round' character: a character who develops and
changes, who may surprise us, and whose actions we cannot predict. Forster
contrasts such a round character with a'flat'one, i.e. a character who does not
develop, and who therefore appears more as a type (Forster t97t:7).Evenif
Forster's dichotomy oversimplifies things, it may still be useful as a starting-
point for character analysis.

A particularly interesting example of a character who starts'flat' and later
becomes'round'is Don Quixote. For in Cervantes's novel the main character
graduallybecomes more complex in spite of the repetitive pattern of action in
the first part. Critics have related this development of the hero to the novel's

Entstehung, i.e. how it was conceived and written down over many years.

It seems clear that Cervantes at first wanted to write a much shorter text, an
'exemplary short story'about the travels of a fool who had lost his wits through
reading too much chivalric literature, and who returns home after some dra-
matic experiences and burns the books. Gradually fundamental changes were
to come about: the introduction of the Sancho figure and his incipient prover-
bialwisdom after the fifth chapter,the linkingofthe experiences in the first part
with the dialogues between master and servant, the pushing of the central
poínt over towards social and ideological problems, the knight's growing
insight, his release from error, and finallyhis illness and death.

These changes so to speak'pull'Don Quixote from being a'flat'character to
being a'round'one. Don Quixote's function as a flat character is essentially
linked to the parody of chivalric romances. For as the narrator strongly
emphasizes, the hero's madness has a specific cause:

You must know then, that this gentleman aforesaid, at times when he was idle,
which was most part of the year, gave himself up to the reading of books of chivalry,
with so much attachment ancl relish, that he almost forgot all the sports of the field,
and even the management of his domestic affairs; and his curiosity and extravagant
fondness herein arrived to that pitch, that he sold many acres ofarable land to pur-
chase books of knight-errantry . . . With this kind of language the poor gentleman
lost his wits . . .(pp.zl-+)

As a'madman' (p. z5) Don Quixote is a'flat character' in the sense that he acts

on the basis of an ideal world inspired by notions of chivalry, thus repeatedly
colliding with the real world as it is constituted in Cervantes's fictional uni-
verse. The hero's madness serves to initiate action, and Cervantes stresses the
difference between Don Quixote's imaginaryworld and the world as it really is
(in the fiction). An example of such a marked difference is observable in the
second chapter. After the narrator has stressed that Don Quixote's'frenzy
[was] prevailing above any reason whatever' (p. zg), he reports how Don
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Gudrun was their daughterš name, and she was the foremost of all women who
grew up in Iceland, both in beauty and intelligence. She was so elegant and courte-
ous that at that time the adornment that other women wore seemed merely child-
ish in comparison with hers. She was more knowledgeable than other women and
better at expressing herself in words; she was generous too. (p.8r; my translation)

We note the adjectives in this presentation and not least the use of the
superlative ('the foremost'). Adjectives also have a characterizing function
in Don Quixote:.when the narrator presents the hero as mad, (p.29), this is
an example of direct definition. That Don Quixote himself (on the level of
character in the same novel) defines himself as a knight is crucial to setting
the plot in motion.

A special variant of direct definition isthe assigning of namesto charac-
ters. Of course, the names of characters need nothave a characterizing
function, but they can have (particularly in combination with item z
below). Two well-known examples to be discussed in more detail in Part II
are K' in Kafkďs TheTiialand Gabriel in |oyce's'The Dead'.An interesting
feature of both these examples is that the naming here complicates the
characters'identities rather than determining them. This applies particu-
larly to Kafka: both K. and Klamm (in The Castle) appear to be different
both to different characters and at various stages of the plot. In pre-mod-
ernist literature the assigning of names often indicates more stable charac-
teristic features. When a character in Dickens's Hard Tim es (1854) is named
M'Choakumchild thistells the reader somethingabout his attitude to edu-
cation. That the hero in iohn Bunyan's Pilgrim's Progress (t678-84) is called
Christian is connected with the text's allegorical meaning, indicating'that
life as a Christian brings problems comparable to those experienced by
Bunyan's pilgrim' (Hawthorn ry97: :419).

The persuasive power of direct definitions of this kind becomes as
a rule greater if the definition is coupled with the other main type of
characterization:

z Indirect presentation.This form of characterization is the more important
of the two main variants. It demonstrates, dramatizes, or exemplifies a
given character feature rather than naming it explicitly. This other main
type has several variants:

(a) Action: presentation either of a single action or of repetitiye actions.
An example of a single action is the double murder committed by
Raskolnikov in Crime and Punishmenf. Now the reader will perhaps
object that a double murder actually is Íwo actions. Arguably, how-
ever, these two actions are so closely connected that we can see them
as a dominant kernel event (framed by several catalysts).

Characterization through repetitive action is something of which
Don Quixote provides many examples, most clearly through the
hero's repeated attacks on what he believes to be enemies. Such rep-
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years. He was of a robust constitution, spare-bodied, of a meagre
visage; a very early riser, and a keen sportsman' (p. z:).

(d) Milieu. External (physical/topographic) surroundings may variously
contribute to the indirect presentation of a character. Take Raskol-
nikov's garret in Crime and Punishment. The fact that it is small and
confined reinforces the main character's depressed and brooding
mood. Raskolnikov's bed is not for sleeping and resting but rather
functions as a rack of torture: 'He was lying on his back . . . seized
with such a violent fit of shivering that his teeth chattered uncontrol-
lably, and every limb shook'(p. 8+).

A larger and more complex milieu can also influence characteriza-
tion, whether it be Dostoevskyt St Petersburg, the Yorkshire moors of
the Bronté sisters' or Dickens's London.In Crime and Punishmentthe
city reinforces the confined and claustrophobic quality of the room
Raskolnikov rents in the tenement. The city on the Neva-with
Kamenny Bridge, Sadovaya Street, and the Haymarket-is strangely
isolated from the surrounding Russia, while the milieu of the city is
contrasted with Siberia in the epilogue.

Various elements of characterization are as a rule combined with one another
in the discourse. The total picture we form of a character can be ascribed to
many different signals in the text. Not working each on its own, these textual
signals influence one another through the ways ín which they are combined,
and their characterizing effect is enhanced through narrative variation and
repetition. Thus, elements of characterization such as those mentioned above
are related to other constituent aspects of narrative literature. One such aspect
is genre: that Don Quixote parodies the chivalric romance is important for
the depiction of the main character. In a novel such as Don Quixote, char-
acterization is subtly nuanced through a series of textual modulations in
which numerous narrative means and devices are combined with one another,
with aspects of plot, and with imagery and metaphorical patterns to produce
a novel ofextraordinary richness.

A crucial point in discussions of Don Quixote concerns the hero's mad-
ness-both what'madness' means here, how'mad' he is, and the relationship
between his madness in the novel's first and second parts. Some critics have
found that Don Quixote's pattern of behaviour is characterized by play-
acting. His imaginatíve power is certainly very strong, and may possibly indi-
cate a form of role awareness or role distance. A fundamental problem
explored in Don Quixoteconcerns the incongruitybetween the fictional world
of the chivalric romances (into which Don Quixote dreams himself) and Don
Quixote's own world (as it is constructed in Cervantes's fiction). That this lack
of compatibility results in actions that suggest Don Quixote is mad seems
clear. Reasonably clear it is too that the novel's plot (and thus the form of mad-
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strikingly different in the two media. When it comes to external features, for
example, film can showthem with sovereign conviction. Moreover, film can
easily combine external features with characterizing patterns of speech and
action-just think of characters such as Chaplin, a typical Western hero, or
fames Bond. On the other hand, a film cannot convey a character's thoughts,
feelings, plans, and so forth in the way fictional literature can-partly because
the film narrator's functions are so unlike those of the literary narrator. A
systematic discussion of events, characters, and characterization in film is a
large venture which cannot be attempted here. Instead I have chosen to link
these concepts to a particular adaptation, while also relating them to other rele-
vant concepts introduced above. First, however, I will make some more gen-
eral comments on film adaptation; these comments will be supplemented in
the discussions of four different adaptations in Part II.

To 'transfer' a work of art from one medium to another is in one sense
impossible. We speak of 'filming a book'almost as if the characters in a novel
could step out of the story and become actors in front of the camera, but this
expression simplifies the complicated transformation involved. As Stuart
McDougal puts it in Made into Movies:,'Every art form has distinctive proper-
ties resulting from its medium; a filmmaker must recognize the unique char-
acteristics of each medium before transforming a story into a film' (McDougal
1985: 3). An adaptation makes great demands, even from the very starting-
point, on those who perform in it. In addition to media-specific characteris-
tics, other factors further complicate the transformation from one medium to
another. One such factor is that since making a film is a technically compli-
cated process, problems confronted during production can clistract the film's
creators from an aesthetic evaluation ofthe literary starting-point. This said,
many directors (such as Welles, Huston, and Coppola) have created adapta-
tions that demonstrate intimate knowledge of the literary text to which they
respond as creative artists.

A young art form, in our century film has developed techniques, structural
patterns, and a thematic range that have taken other media-literature, music,
dance, the pictorial arts-hundreds of years to work out. For many people,
film is the most vital and exciting of artistic media. It is interesting therefore
that literature, both through drama and narrative fiction, has made and is still
making significant contributions to the development of film. For example,
Akira Kurosawa's Rashomon (r95r) and Ran 0.g8) are both important films.
Yet for many viewer s Ran is the more engrossing because of the way in which
it filmically responds to the plot and thematícs of Shakespeare's King Lear
(16o5), transforming Lear's three daughters into sons and transferring the
plot's action from England to Japan in the seventeenth century.

Although Ran is only one of many examples of films inspired by drama,
it is striking how many films (approximately one in three narrative fiction
films) take as their starting-point a literary prose text, whether it be a short
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Like André Bazin, who in What is Cinema? champions the intersecting
mode, Andrew is sceptical about faithful transformations as they tend to
'become a scenario written in typical scenario form' (Andrew 1992 423). One
problem with this kind of tripartite distinction is that the points of transition
between the three modes can be blurred, and one and the same adaptation can
incorporate elements of more than one mode. Coppola's Áp ocalypse Now,for
example, could be seen as an example of borrowing as well as intersecting-it
is an adaptation and yet in one sense it is not. Still, Andrewt survey of the
range of adaptations is critically helpful, and his classification provides a pos-
sible starting-point for further discussion of the phenomenon as well as for
analysis of individual films. Andrew rightly notes that we cannot dismiss
adaptation since it is a fact of human practice. He follows Christian Metz and
Keith Cohen in regarding narrative as the most solid link between verbal and
visual languages. As Cohen putsitFilm andFiction: The Dynamics of Exchange,
'In both novel and cinema, groups of signs, be they líterary or visual signs, are
apprehended consecutively through time; and this consecutiveness gives rise
to an unfolding structure, the diegetic whole that is never fully presentin any
one group yet always implied in each such group' (Cohen 1979:92, original
emphasis). As narrative codes function at the level of implication or connota-
tion, they are'potentially comparable in a novel and a film . . . The analysis of
adaptation then must point to the achievement of equivalent narrative units
in the absolutely different semiotic systems of film and language' (Andrew
r99z:426).

This observation can be related to a central point argued in Christian Metz's
Film Language'Film tells us continuous stories; it "says" things that could also
be conveyed in the language of words, yet it says them differently. There is a
reasonforthepossibilityaswellasforthenecessityofadaptations'(Metzry74:
44). There certainly is, and yet we need to remember that the 'dynamics of
exchange', as Cohen suggestively calls it, go both ways between fiction and film.
There is no doubt that a film such as fohn Huston's The Deadhas made many
spectators aware of Joyce's Dubliners,thus (sometimes if not always) turning a
viewer into a reader.

Film-makers'relationships to the literary texts they adapt vary very consid-
erably. For example, while Francis Ford Coppola nowhere in Apocalypse Now
fu979) records his indebtednessto Heart of Darkness(Conrad's novella was not
credited until the release of Eleanor Coppolďs documentary Hearts of Dark-
ness thirteen years later), Robert Altman's Short Cuts (1993) emphasizes the
connection between the film and the nine short stories and one prose poem by
Raymond Carver on which it is based. Carver's name features in the credits for
the film, an edition of the stories and the poem has been published under the
same title as the film and with an introduction by Altman, and the film's
screenplay has been published with an introduction by Carver's widow, the
writer Tess Gallagher. Although, presumably, this kind of explicit linking of
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Before turning to Axel's Ba bette's Feastlshall briefly comment on the begin-
ning of AndrzejWajdďs The Shadow-Line (ry76), a film illustrative of some
significant problems of adaptation not observable in Altman's Short Cuts.
Wajda's film is an adaptation of Joseph Conrad's novella The Shadow-Line
(t9ró). That the narrative of this text is first_person is consistent with the pro-
tagonist's 'compulsion to narrate' (Stanzel ry86: 93, cf. Lothe ry96a: zz).The
narrative and thematic characteristics of the novella's beginning are closely
associated with the kind of first-person narrative which Conrad employs. In
Wajda's film, the narrator's identity is less clear, and his ontological status is
consequently more uncertain. Wajda does, it is true, begin his film by focusing
on the protagonist, whose first words are: 'This is not a marriage story. My
action, such as it was, had more the quality of divorce, of desertion. For no
good reason, I abandoned my ship. It was in an Eastern port, in Singapore.'
Actually, the narrator does not (as we watch him on the screen) speak these
words aloud, but comments-retrospectively, the viewer infers-on his own
situation after having given up his berth. These voice-over comments, which
correspond quite well with the relevant textual segment early in the novella,
constitute only a small part of the film narration, however. If Conrad the
author writes The Shadow-Line by making his first-person narrator speak,
Wajda's film narrator is a heterogeneous, mechanical, and highly flexible
instrument, constituted by a variety of techniques and performing diverse
functions. The film narrator therefore needs to be distinguished from the
voice-over Wajda uses at the beginning of the adaptation. Though important,
such a technique is merely one component in a far more complex narrative
communication.

Wajdďs adaptation illustrates one of the most distinctive qualities of film:
'that every object that is reproduced appears simultaneously in two entirely
different frames of reference, namely the two-dimensional and the three-
dimensional, and that as one identical object it fulfills two different functions
in the two contexts' (Arnheim ry57: 59).Theviewer thus encounters two major
frames of reference in film, 'the space and time of a screen as well as (a sample
of) the space and time of a story worlď (Branigan 1992:33'original emphasis)'
In Wajda's The Shadow-Linqthe protagonist's opening words (the voice-over
commentary quoted above) intitiate the space and time of the storyworld (i.e.
the film's plot), whereas the filmic segments preceding them foreground the
frame of reference associated with the screen. It does not follow that there is no
connection between these two frames of reference.'Light and sound create
two fundamental systems of space, time, and causal interaction: on screen and
within a storyworld. One of the tasks of narrative is to reconcile these systems'
(Branigan ry9z34),Watching the phenomenal appearances on the screen, the
viewer attempts to relate them to possible functions in the storyworld. This, as
Branigan shows, is a complicated process during which major changes can
occur; particularly at the beginning of a film, it is often difficult to identiý and
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