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ABSTRACT

the nineteenth century, authors like Pickens and Dos toevsky

were interested in the detective stary!férxjts %éf?fﬂ?&i;éfkthé .
criminal in an indust ; alized world. Modern ;utﬁéfs 1tke Jorge DLus

Borges, Vlad' ir Nabokov and Alain RﬁbbeiG%iiigt Téckéﬂ éith:thg

detective genre for reasons which contrast gharply ulth those of -

y
previous century. After Henry James pnd FEqunet;ijr Baries and Na

were early masters ifspired by the clnsed snfld af Anxeﬂtxon and

E -

&

of popular fiction. Thes: au&hars nlaﬁg uafh Dthef5wi1ke Mich-

John Hawkes, Thomas Pynchon, form a tTadltyaﬁ iﬂ cmntemparsr) l.

that views the detective story as a self referéﬁtxal Sﬁtl mimetzc

£, -
e

fabrication. - o :;éi i

. In our first chapter, rx"IﬁteriaxfagiiQ;jénd Artif%&éé" we
indicate firstly how Borges, Nabokov and Robbe- GT;llet expressed thé;r '
enthusiasm for the stories of Poe, Doyle, Chesterton, iggtha Christie
and Simenon in essays and reviews. S;cand§y, fallaﬁigg the self-reflective
nature of detective fiction, we point out how our authors make intertextual
allusions to detective authors, heroes xnd conventions of the genre.

This chapter, therefore, examines Borges, Nabokov and Robbe-Grillet
as readers of detective ficti;n, ‘their}msjar intertextual references,
their embracement of a literature of self-conscious artifice and their
incisive influence on each other and on modern liter;turei

We construct a theoretical model in our second chapter '"The
Dete¢tivé‘5tary Prototext: An Approach." The concept of variation, on

which the methaéal@gy of our argument is bafed, implies th:t §her= are

two texts always to be considered — the p;ridlgm or Erﬁtatext and the



e

o oy . T, ] :
riarrativé that tmitates, transforms or varies this first text." Our study
. v ’ - M h :

cdﬁbeguihinAcdmprises twa processes: we establish the fundamental

ptqpe;tios of the popular genre and then demonstrate how these properties

‘

. -

major components of our prototext pertain to three areas in the narrative: °

plot ‘structure, narrative perspective, and techniques of retardation

"énd'obfpscationl_ In the developnént of the prototext, we are assisted

S .

?y ideas formulated by Formalists and Structuralists, particularly
Shklovsky and Todorov.. Apart from this chapter devoted to methadclagg
and the detective genre, we preéede our subsequent éhlpiers!with an
overview of innovations in the popular genre and with a discussion of

)
applicable theories like Brémond's bifocal view of an action for plot
patterns, Genette's ideas on voice and vision for narrative mode,

\

Barthes' hermeneutic codq{ for omissions.

The- third chapt&r on Borges, 'Variations on a Plot Structure,"
- F'y

explores first. the complicated reversals in '"El jardin de sdnderos que
se bifurcan' and '"La muerte y la brﬁgula," then inspects separately the
intellectual decipherments and the duels in '"La escritura del Dios,"
“El fin," and '"La espera.'" Borges' fiéciaﬁes, organized around enigmas
and duels also include, at the level of plot, disrupg%ve elements of the
fantastic. These elements like infinite time and the doyble cause the
‘plot to contaip numerous rexetitions, duplications and inversions.
Adopting an original narrative perspective can also effect
transformationf. Despair aﬁd Lolita, novels studied in our next chapter

-

entitled ‘'Murderers as Narrators," transfer the emphasis from the
u ]

investigation or sjufet to the story of the crime or fabula. These novels
'

are told from the self-conscious retrospective viewpoint of murderers.

A

—
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Hermann and Humbert are seen as writers within a work in the throes of

recollection and caip@sitién. Nabokov's play of synchrenized action

betweenithe murderer and victim or the model and mimic and the substantial

‘difference in the degree of knowledge that éxists between author-narrator-

I

reader create multiple levels of parody.

The author of Le Voyeur and La Jalousie leaves his enigmas

perpetually inconclusive or apeﬁ, In chapter five on "QQiSSiqs.i:d

Techniques of Retardation,” we analyze Robbe-Grillet's procedure of

découpage which causes his niffﬁtiéés to be arranged through the systemati;

elaboration and refingéént é? ceﬂjezturés ér more 'specifically, th%ﬁugh

the rgpetitign of what we term ifﬁfﬂ;; and lggg fggg;l}hypﬂthesesi '
Borges, Nabokgv and Robbe-Grillet, each in his own unique

manner, undermined the EIPECE&%ZEDBVEﬁtiDnS of the popular genre and
. :
found delight in assimilating, recombining and exhausting its properties.
Some of the most innovative variations ;n the plot structure of the
detective génre are visible in Borges' stories, on narrative perspective
' in Nabokov's novels, and on techniques in Robbe-Grillet's works. Thus,
our ihquiry not only enlightens us about the appropriatien of a popular
genre as template or model in modern literatur® but also offers new insights .
into the poetics of the detective genre itself. .

: ol

r “"ﬂ!ﬁ:s..{!

vi



**_ TABLE OF CONTENTS

CHAPTER v , L PAGE

INTRODUCTION . & o v o o e e e s, 1

I. JORGE LUIS BORGES, VLADIMIR NABOKOV, ALAIN ROBBE-GRILLET:
" INTERTEXTUALITY AND ARTIFICE . . . . . . .. ... 18
. .

/

I1. - THE DETECTIVE STORY OTEXT: AN APPROACH .-. . . . ... 71 ™

ITE. VARIATIONS ON A PLOT STRUCTURE: BORGES. . . . . . . . . . 118

IV MURDERERS AS NARRATORS: NABOKOV . . . . . . . . . . . . 163

-]
—

[ :
V. OMISSION AND TECHNIQUES OF RETARDATION: ROBBE-GRILLET . . 199 -~ .

CONCLUSION . . v v v o v e e e e i e e e e e e e e e e . 244
FOOTNOTES . « vvv v v v v e e e b e e e e e e e s i v v o . 250

BI

o]
o

IC‘EEAPHY ' = L T e e N L D B : LI T - A 308



LT

L

-
3
INTRODUCTION 9
= > . =
\
“Bach once turned an aria abput sensuality
. ~ into one.of his most religious arias. .
In addition to the art of inventing, )
there's often ‘the delight of making — , ,
s variations." | -~
, *
F. Dlirrenmatt
»
- : i
)
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" Variations on the Detective Stqry
« ) R
® : )

The first word of the title of our thesis ''Variations on

the Detective Story" .evokes the world of music — the world of such

celebrated musical pieces as Beethoven's DreiunddreiBig Veranderungen uber

einen Waltzer von Diabelli, Op. 120, BraRms' Variationen-und Fuge uber ein

=

. -+ - .
Thema von Handel, Op. 24, or more recently Max Reger's Variationen und Fuge

uber ein Themg von Mozart, Op. 132.. In the s*e manner as Beethoven or

<

Brahms arranged variations on a theme, the authors we have chosen to examine —

Borges., Nabokov and Robbe-Grillet, have made variations on a structure
. A .

or model, in thi§ case, the detective story. In music, we recognize
the technique of variagtion when a composer.;such as Brahm; or Reger,
Cfaptivated by a work of Handel or Mozart, writes a ther musical score
based on the rearrangement of their compositions Although the
composer transforms the theme, some distinguishable trait of ‘the original

work must be preserved. The title of the new interpretation expresses

the composer's indebtedness to another musicign.

In the realm of music, the concept of variation implies a
closed field: the composer remains within the world of music since his
composition is inspired by another work. Any definition of the
technique of variation will underline the fact that it is a phenomenon
of imitation: 'la transformation d'un &lément musical, repris sous
différepts aspects, mais toujours reconnaissable." ! While a composer
creates a variaiion on a theme, he pays homage to a predecessor and

also indulges in a delightful exercise.



%

= »
If we should take the definition of variation as given

above and substitute the words ‘detective story' for the word

2. . - .
'musical,' we would arrive at a close approximation of the meaning!

of the title of our thesis: la transformation E;les] élésentfs]

[éu roman péiicie;]. repris sous différents aspects, mais toujours

reconnaissable."  The tecnique of variation as it applies to detective

fiction can be seen as a re-examination and a reconstruction of
elements of a well-defined formula OTr rigorous pattern. Thus, a reader
can consider the pattern or schema of the detective story as 'une

[ 4 ’ .

N
armature familiére' which an author absorbs and transforms. 2

The aesthetic principie of making variations on the detective

story pattern did not begin with such modern authors as Jorge Luis Borges

-

or Michel Butor. The deétective story was masterly fashioned and
introduced in fiction by Edgar Allan Poe. After him, all aythors who
used the pattern and determining properties of the detective story were

intimately acquainted with his 'tales of ratiocination.' 1In a way,

investigation as 'variations on a story or stories by Poe.' 3 Writers like
Arthur Conan Doyle and Israel Zangwill and Ellerf‘ngen made
relatively slight variations and remained faithful to Poe's famous tales,
These authors worked within the established rules and tried to maintain
and conform to the strict conventions of the genféé As we move frﬂ”
Dupin to Sherlock Holmes, for example, the tfansfcrmatian of hero,
narrative viewpoint, plot structure is quite minimal. In modern
literature, the transformation of the propertie®of the detective story

are much more drastic. The variations which authors like Jorge Luis Borges,

Vladimir Nabokov and Alain Robbe-Grillet, to name only a few, exert on



the genre expose admirably its® flexibility, vitality, and creative.

range. These modern authors are bold and original in their reversals or
outright dismissals of many conventions. However, that is not to say that

the major elements are not present in their works. On the contrary, an .

author must know the populaf genre before attempting the variation.

-

R The idea of variation can be used to characterize not énly the

entire tradition of detective fiction since Poe; but could also be made
s .
to refer to each author inddvidually. Authors of detective stories

’

“‘are notorious for their prolific writings. Simenon, for example,

has written over a hundred stories about Maigret. We can think of each

»

one of his stories as a variation on his vision of the ideal detective

story. 4 Significantly, one of our authors, although much less ,

.

voluminous, often uses the term varjation in a related context. ’

In many of his prefaces, Borgp§ alludes to the fact that all his stories
are sltight var;ations on favorite themes . He envisages hi; oeuvre

as the continual rewriting of the same story: '"A storyteller has but *
few stories to tell; he needs to tell them anew, over and over again,

> Since he looks upon his stories as

in alletheir possible variations."
similar in their plots and ideas, he speaks of his ficciones not only as

"ligera variacidn'" but even facetiously qualifies them as 'hartas »

repeticiones."

§ To many readers and critics, the concept of variation ipherént
in detective fiction causes them apprehension and alarm. They believe
the genre is inferior because it contains,a distinct pattern, or in other

words, is formulaic  in nature. The oppésite point of view is also tenable:

a predictive pattern can contribute to the artistic merit of the text.



\-ug) représente un schéma. ) \%sgf
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The gechnique of variation brings to the detective story an aesthetic
value. Consequently, the poetics of detective fiction deserves serious

attention. In this thesis, we will argue, with Bertolt Brecht, that

of innovative works of literature.

Le fait qu'une caractéristique du Z‘Dmangaliciéﬁ’
consiste a,exécuter des variations sur des élé&ments
5 plus eu-moins constants éléve le genre t3ut entier S
- au niveau esthétique. _
A notre époque, il n'y a peut-8tre que les romans
policiers parmi les producti@ns d un niveau

. ‘
hY i

Popular Literature

‘Gaboriau, Simenon, Greene are labelled 'low' or popular literatur

Do you know the story of the Professor at a university who would
relax from his scholarly duty of writing a book on DQSE;;&SE?_BY taking
out from a hidden corner of his library a copy of a detective story?

This Professor proudly displayed his books on Dostoevsky yet he felt !
very embarrassed about his great collection of detective fiction. Why?

In the eyes of scholars and critics, the de{ective tale constitutes

a genre apart from the mainstream of 1i§éf§tufe, it 1s 3‘5 ubordinate

genre. The novels of Balzac, Hugo, Dickens or Dostoevsky are i
J . =

considered classical or 'high" literature and the novels of Collins

.

m

An author and critic like E. M. Forster will note in his respected

Aspects of the Novel that he could never admit to his appreciation of

detective fiction: 'And now briefly to illustrate the mystery element

in the plot ... I will take an example, not from ... Conan Doyle (whom



my priggishness prevents me from enjoying)." 8 Many scholars and critics

continue to propagate this view of the divisions or elevations in the

arts. They strive to maintain the traditional hierarchy. Hence, they
relegate detective fiction, science fiction ... to the rank of para-

literature.

-

Unlike most scholars and critics, authors are generally
more venturesome and less priggish. They tend to approve of any form

of art that is remarkable fcszis merit and originality without making

undue reservations about its status as '"high'" or "low'". The most
. ;
influential novelists in the nineteenth century like Balzac, Hugo,

Dickens-and Dostoevsky borrowed extensively from popular literature.

It has begn conclusively demonstrated by critics as Leonid Grossman

P

and Michael Holguist, for instance, that Dostoevsky transfused new
blood into the hovel genre because of his adaptation of forms of

detective fiction in the works of such authors as Dickens or Dostoevsky.

Readers are often unaware that th® differentiation between popular

and serious ljterature 'is of recent origiy=" When Collins' The

was first published it was not judged inferior to other novels

because of its subject matter. The Qriter and critic of detective stories,
Julian Symons, explains how "no Victorian critic thought that The
Moonstone was a poorer kind of book than Trollope's novel. It is a
latter-day distiﬂﬁtiﬂ£ between levels of ;row that has placed the crime

, _ e s 1
novel in the position of Cinderella." 0

In the nineteenth century, authors as Dickens and Dostoevsky

broke down the barriers between literature which possessed mass or popular
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appeal and literature which was for the elite or the more learned.
Likewise, in our century, it is the authors in the forefront of new
movements OT of the avant-garde that are the most outspoken in their
recognition of all types of art and expression. These authors have
been able to avoid all snobishness in their enjoyment of art. Authors
like Borges and ﬁabokov, for example, without any embarrassment or
explication, speak about freir love of Buster Keaton, the Marx brothers,
Laurel and Hardy, their preference for such films as von Sternberg's

B LN
Underworld, Chaplin's City Lights and Hitchcock's North by Northwest,

)3
and such well-acclaimed movies as Das Kabinett des Dr. Caligari,

Casablanca and Dr. Strangelove.11 Not only do these authors communicate
their enthusiasm for popular cultu‘re, ’ut we can netice how they have
:absorbed and used materials and ideas from,popular literature and art.
A critic like Alfred Appel Jr. demonstrates in a fascinating book-length
study on Nabokov the influence of sub-literary genres on the writings of
‘an age. He finds fault with literary critics who dismiss the subject

of popular culture from their treatment of the history and development

of modern literature: )

Literary historians who ignore popular culture are
ahistorical; ... they cannot perceive or describe

the exact achievements of the many 'serious' writers
since Joyce who have variously absorbed and utilized
popular materials (West, Graham Greene), nor recognize
the excellence of 'popular' writers who worked within
and transcended the limitations of sub-literary genres
(Dashiell Hammett, Raymond| Chandler ... )12

There are two éxcellent but\ very different theories which

can be used to support an argument in fayor of the merging of popu&if

culture with the more traditional or c¢ sical art. One theory,

expounded by Viktor Shklovsky, is based\on the concept of 'creative //L/r—



deformation" and the other, proposed by Northrop Frye, is rooted in
the vision of a cohesiveness or basic unity in al}l- of literature.

These two theories which are in essence a critique of habitualization

the marriage of the popular and the traditional.

Shklovsky's aesthetic theory, especially the concept of
ostranenie, when introduced into the field of literary history, can
explain the constant transformations of literary genres and movements.

In itself, the idea of defamiliarization was at first developed as an
-

aesthetic theory referring primarily to stylistic studies. The ultimate
aim of literature and all aftsj! according to Shklovsky, is to render
the too familiar more unique and pristine in its essence, or to use his
words, ''té make the stone stony." 13 The act of perception is at the
center of this idea of making the familiar less familiar. There will
be an heightened awareness on the part of the beholder or the reader
because the aesthetic object has been removed from its everyday habitual
context. This idea of defamiliarization is not static. Since the
beholder soon learns to . 'see', the objects gradually become less and
less new and strange. Consequently, the once unusual objects finally
become so customary and ordinary that they are no longer seen. We
can deiuce from this idea that the history of literary movements and
styies is this incessant dialectic process which moves from defamiliariza-
tion to conventionalization and then ff@m conventionalization to
defamiliari:ntigﬁi Therefore, the history of the novel ,can be viewed
as "a dialectic of defamiliarization in which new techniques of

i
representation ultimately generate countertechniques. ..." 14 The

Russian theorist and author, always very fond of popular literature,



particularly the detective story genre, often commented on how this

idea of ostranenie served to e:plicaﬁe the fusion of the papularraﬂd

the traditional in order to give rise to new and original literary
works. These transformations occasion a defamiliarization and a
perpetual renewal of traditional models. Gérard Genette reminds us

of how Shklovsky found pleasure in witnessing the rejuvenation of
literary forms:

Chklovski et Tynianov, en particulier, ont gtudié

dans la littérature russe ces variations fonction-

nelles qui font passer, par exemple, une méme forme

d'un rang mineur a celui de '"forme canonique,” et qui
entretiennent une transfusion perpétuelle entre la
littérature populaire et la littérature officielle,
entre 1'académisme et 1' "avant-garde," ... Ainsi,
Pouchkine importe dans la grande poésie les effets des
vers d'album du XVII]e siécle, Nekrassov emprunte au

. journalisme et au vaudeville, Blok @ la chanson
tzigane, Dostoievski au roman policier. °~

/

The existence of a rigid pattern or formula in detective
fiction is usually the feature which critics condemn, however, there
is ‘one eminent theorist who sees this formulaic nature as the norm
of all literature. The underlying idea behind Northrop Frye's criticism
is that the imaginaﬁiaﬁ can only create the very predictable or the
v;fy conventional. He defines the archetype ''the cornerstone of the
creative imagination’ as a simple "formulaic unit" and has pointed out
how all plot-outlines and motifs are structured 'on formulas with a
minimum of variables." 16 In his recent book on the romance genre,
Frye alludes to the structure of detective stories. In his opinion,
the formulaic pattern df detective fiction is no less rigid and

conventionalized than the folktale, romance OT tragedy. Although Frye

does not pretend to have an extensive knowledge of detective fiction,

he does not see any reason why the detective genre could not be the £ ;,;~

=]



subject of scholarly stu)y. Since all literature is in some way
formulaic, why should the detective story not have a rightful place

in the scope of literary criticism? The fact that it 15 more formulaic

than other genres should not exclude it from serious analysis.

In the general area of romance we find highly stylized
~ patterns like the detective story, which are so

# conventionalized as to resemble games. NWe expect each
game of chess to be difffrent, but we do not want the
conventions of the game 1tself to alter, or to see a
chess game in which the bishops move in straight lines
and the rooks diagonally. Whether we consider detective
stories worth reading or not depends on our willingness

to accept the convention. ... Now if we do find wit,
: lively plotting, vivid characterization, or cogent
lﬁ; social comment in detective starles - nd it is not so

difficult to find such things - we should appreciate
the author's ingenuity in getting good writing i
ritualistic a form. The right next step for criti
it seems to me, 1is not to assume that there is

a
difference in value between detective fiction and other

types of fiction, but to realize that all fict ion is
ccﬁventlnﬁallzed 17

The structural vision of formulaic literature and the
historical view of fiction as a dialectic process of defamiliarization
Rrove very pertinent and engaging arguments. Nevertheless, although
Frye and Shklovsky are very persuasive in their theories, we expect
that their acceptance of popular literature will not disturb scholars
who are deeply rooted in Ehéif dismissal of detective fiction. However,

S

in tbe near future, we look forward to serious investigations on
popular literature, specifically detective stories, because they are
more prevalent in modern literature. This change of attitude towards
popular literature Hill be due in the end to such writers as Borges, Nabokow,
Robbe-Grillet or 'Cﬁft§§3f§ Pynchon and Fowles who have seen the j

aesthetic possibilities of the detective story genre. These authors,

3



have given the detective story the attention it rightly deserves,

Critics will surely follow suit.

Methodological Approach

Our critical inquiry is one of the first to demonstrate the

appropriation and transformation of the detectijve story by modern

[

novelists or short story writers. This inquiry should enlighten u

]

about a facet of the art of such authors as Borges, Nabokov and Robbe-

Crillet and at the same time instruct us about the poetics of the

detective genre itself. Our apalysis, therefore, comprises two
processes: first, to know the fundamental properties of this popular
genre, and second, to show how these properties have been transmitted

and

-y

eshaped into the works of our authors.

Many modern authors have recognized how the predictive
Btructure or the conventions of the detective story can be given a new
freshness and significance. Contemporary writers delight in assimilating,
recombining and exhausting elements of the detective genre. This
litefgfy trend should prompt critics to look more closely at the detective
story per se. As one of these critics, we have been led to detective
stories because of their prominence in modern literary texts.  We are
interested in discaveriné the nature and gauging the extent of the
influence of deggctive,fictign on authors like Borges, Nabokov and
Robbe-Grillet. ihis tjpa of analysis almost demands to be undertaken
in the light of modern literature. Given the self-reflective nature of
much of contemporary fiction, the detective story and its closed world

of invention and artifice was naturally appealing to modern authors like
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Borges, Nabokov and Robbe-Grillet. -

It is difficult to agsess and compare the modern literary
adaptation and variation with the original since the aesthetics of the
popular detective story remain relatively unexamined. There are many
histories of the genre, usually written by detective authors, but few

careful studies of the stories themselves. lBThere is much truth behind

Butor's affirmation that detective fiction has not received the critical '
attention required for a good understanding of the properties and
mechanics of the genre: - .
i;f Le genre policier est un genre qui n'a pas &té
y Etudié comme i1l le mériterait. I1 vy a des tas
de choses trés varifes 2 1'intérieur de ces régles
trés strictes. Et, il y a beaucoup d'auteurs qui
ont essayé de voir jusqu'ou on pouvait aller dans
une certaine direction.
A criti¢ cannot hope to correctly analy:ze the modern experiments with
the detective story if he does not know beforehand the essential features

and rules of the genre.

" The title of our thesis presupposes the two part division of
guigﬁtudy - before an aéalysis of the variations on the detective story
we need to construct a théafetical basis. The theory which we establish
in-our second chapter presents an ideal model of a detective story.

In our elaboration of our model or prototext, we take into account the
critical thga%ists who have contributed most to the examination of the
genre. Hence, in our synghgsis af the detective story, we use terms
and ideas brought forward by the Russian formalists and the structuralists.
The critics of these two schools-Who have been especially curious about

. #

popular forms as the detective story are Shklovsky and Todorov. 20 Apart

from these two theorists, we also borrow terms from Barthes' '‘hermeneutic
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code' and ideas on narrators and retardation from Genette. 21 We

™

also acknowledge the usefulness of the criticai treatises of Caillois

and Champigny on the techniques of detective fi {}Qﬁ; 22 All these
critics have assisted us in the elaboration of the five main points of

our prototext.

Detective stories exhibit a very rigid pattern and definite

properties. We define these fundamental features of the genre as our
prototext or constant. Our operative model thus consists of five salient
features: 1} the gétéétivé story plot structure of mystery, investiga-
tion and solution; 2) the rFelation between theécentrgi opponents —
murderer and detective; 3) the two stories in the narraéive and the
two time spans: the past story leading to the crime or the first story
and the present story reconstructing the crime or the second
story; 4) the narrators — their self-consciousness and unreliability;
S) omission and the techniques of retardation and obfuscation in the
narrative. Therefore, it is with some of these constant properties
in mind that an author can recombine, transform and make variations.
KE\gdncldae our presentation’of the prototext by indicating how these

\

conventions of the genre can be exposed to parody or how they can be

related to other literary traditions, as the fantastic.

What are some of the elements of the prototext which an authar
can transpose and how are these main elements alluded to or incorporated

®s text? The subsequent chapters of our thesis will

into an author
endeavor to answer these questions. Our third chapter refer;!éire:tly to
the first three points of our prototext and proposes to show how the form

of the detective story lends itself to very different sets of arrangements

or restructurings of the plot pattern. We should not have to be reminded,



by an author }ike Borges, of the importance of plots in a detective
story. Everything in detective fiction is subordinate to the presiding
design or plot pattern. 23 Hence, one way for an author to transform
Another determining method used to reshape the mystery and its resolu-
tion is the alteration of traditional narrative viewpoints. In addition,
techniques associated with the major omission and minor gaps are utilized
to heighten and maintain the mystery. Of course, plot structure,
narrative perspective, and techniques of retardation work together

in the production of a detective text. These three components of a

, '
narrative are separated for our purpose of analysis, but in the teiti

they are interdependent. For example, when techniques perpetually

retain the enigma, the result is an open-ended plot; or when the -
murderer. holds the nar:ative viewpoint, the detective plot is inverted.

In order to explore these three main procedures of transformation,

we will exgmine how Borges reworks plot structure in the third chapter,

how H:bak§$§§gdica11y shifts the narrative viewpoint in the fourth

, chapter, and how Robbe-Grillet relies totally on omissions and g
repetitions in the fifth chapter.

A critical study could be devoted to each of our authors
individually and-his unique variations on the detective story. Virtually
all the short stories and novels of our authors could be analyzed in
conjunction with the detective genre: Borges' narratives from "Hombre & J
de la esquina rosada" to "Episodio del enemigo"; Nabakgv‘siwarks

from his early novelette The Eye to his autobiography Speak, Memory

and to Pale Fire; Robbe-Grillet's Eggts and ciné-romans from Un Régicide

to L'Immortelle. 4 More precisely, for our present purpose, the
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texts to be inspected with respect to Borges are taken from his
collections Ficciones (1944) and El1 Aleph (1949) and include
especially "El jardin de senderos que se bifurcan," 'La muerte y la
brdjule,” "El fin,'" 'La escritura del Dios,” and 'La espera’,;
concerning Nabokov, we consider Qgsggi;,(l?Zé) and Lolita (1955);
and for Robbe-Grillet, we look mostly at Les Gommes (1953), Jee Voyeur
(1955) and La Jalousie (1957). (Ef

The fact that detective story propertjes inform the structure
and techniques of modern novels has been pointed out by a few critics.
We are thus in an enviable position. On ihe one hand, the topic has been
identified by critics of modern culture and modern literature, however,.
on the other hand, it has not begn treated "in a comprehensive study.
Critics of contemporary literature have made insightful comments about
the impact of the popular genre on a number of i@d;rn authors. Michael
Holquist, in an important article, emphasizes Borges and Robbe-Grillet
as authors who have been very original in their use of the detective story
as sub-text.25 M.V. Spanos, in his seminal essay, defined his idea
of the modern 'anti-detective' novel. 26 These early articles were well

received — for example, John Cawelti repeats quite closely Holquist's

Apart from these critics and their general remarks about ‘the
status of the detective story, few studies actually explore one individual
author and his relation to the detective genre. Most of the critics of
Borges, Nabokov and Robbe-Grillet, in fact, fail to even notice the
presence of detective elements in their narratives. Nevertheless, usually
one excellent critic of each of our authors has seen the kinship or link

between the detective genre and the modern work. The most noteworthy
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Nabokov and Anderson Imbert and Rodriguez Monegal for Borges. 28

Since few specialists concern themselves with this topic,

it is encouraging to find cogent statements by critics as Holquist
and Appel who have commented on the prevalence and the significance
of the detective form in modern literature. Holquist and Appel
explain how the well-known conventions of the detective genre are

a vital force in many works of modern literature:

two leading Post-Modernists play with the
conventions of the detective story, mining the
genre for plots and surprises. ... Robbe-Grillet and
Borges depend on the audience's familiarity with
the conventions of the detective story to provide
the subtext they may then play with by defeating
expectations. 29

Nabokov ... is not alone in recognizing that the

genre's properties are well-suited to the fictive

treatment of metaphysical questions and problems

of identity and perception. Thus — along with other
contemporary writers as Graham Greene (Brighton Rock,
1938), Raymond Queneau (Pierrot men ami Ple‘rratf 1942)
Jorge Luis Borges ('"Death and the Caﬁpass ' VAn Exam;na-
tion of the Work of Herbert Quain," 'The Garden of Forking
Paths'" ... and "The South'), Alain Robbe-Grillet (Les
Gommes, 1953), Michel Butor (L'Emploi du temps, 1956),

and Thomas Pynchon (V., 1963) — Nabokov has often
transmuted or parodied the forms, techniques, and

themes of the detective story, as in Despair, , The

Real Life of Sebastian Knight, Lolita ®and, less directly,
in The E_v_g .. 30

4
Evidently, it is now very apropos to heed and to endorse Ludovic
Janvier's correéct contention that the detective étary deserves t; be
taken seriously, and not only by the Nouveau Roman writers: "En somme,
le Nouveau Roman, c'est le roman policier pris au sérieux." LN

This bunching together of authors who have used the detective

form, as we see above in Appel's quotation, gives us an accurate and yet




a very erroneous impression. It is true that these authors are

united in their appropriation of a common pattern and similiar techniques.

x
-

However, these authors are very unique and personal in their transforma-

tions of detective elements.

It is one thing to notice in a %chematic essay the prevalence
and importance of detective fiction and quite another to demonstrate
in a fulléfledged'argument the nature and function of this influence.
We develop a critical approach which keeps in mind the specificity
of the detective genre. We believe that the procedure which we have
instituted could be utilized in the analysis of other authors who
have, made use of properties of detective stories or even of other
stylized or predictive structures. Thus, our methodological
approach should contribute to a greater understanding of how a

pgpulaf genre can serve as a template or model for a literary text.

N
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CHAPTER ONE

"] tore apart the fantasies of Poe.'

%
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V. Nabokov

*
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JORGE LUIS BORGES, VLADIMIR NABOKOV, ALAIN ROBBE-GRILLET:

 INTERTEXTUALITY AND ARTIFICE e

&
Authors as Readers of Detective Stories

o

The topic of our inquiry is to consider and analyze critically
how Borges, Nabokov and Robbe-Grillet have absorbed and transformed the
detective story in order to create new forms and new meanings in modern
literature. Béfore this interesting task is undertaken, it would be
advisable to examine our authors' insightful comments about the detective
genre as found in their interviews, critical writings and aiSo in their
novels or shJ"-ltories. Have Borges, Nabokov or Robbe-Grillet ever
allpded to favorite detective write?s? Have our authors brought to
attention special attributes of the detective tale or even acknowledged
their indebtedness to some detective writers? Has Robbe-Grillet spoken
of the influence of either Borges or Nabokov on his works? The answers
to these questions, always pertinent to comparative analyses (indeed, many
comparative studies remain at this level), will prove conclusively that
our three authors, like Dunraven and Unwin, are 'steeped in detective

fiction.'

Our objective in this chapter will be, firstly, to review the

ideas and references made to detective fiction in the non-fictional writings

of our authors. We will then note how principally Borges and Nabokov,

in compliance with a convention of the popular genre, ﬁave included direct
allusions to detective writers or detective heroes within their f}ctianal
works. Apart from these references and allusions, we will discuss, in

a ‘third section, how our authors have all turned to the detective story



especially because of its very rigid and predictive form or plot structure.
In a last analysis, we shall address the topic of Borges and Nabokov as
forerunners of the very dynamic modern trend of borrowing from the detective

story to inject new life into  literary works.

As seasoned readers of Sherlock Ho1f®s and Ellery Queen, each
of our authors has avowed his keen interest and bracing pleasure in the
popular genre. Vladimir Nabokov's admiratignﬂéf detective heroes is
more readily observed in his novels whereas Alain Robbe-Grillet's attach-
ment to the genre is explained‘in a critical essay. All our authors are
versed in the subject of tales of ratiocination and thrillers. However,

orge Luis Borges, because bf his great enthusiasm and extensive knowledge

L

»f the detective genre, has the honor of being spokesman and thus presents

(s}

the comparatist with a perfect specimen for the study of influences and
relations.

P Dneigf our authors, Jorge Luis Borges, has been, since the
’ 1930's, an ardent admirer and zealous propagator of the detective genre.
His treasured topic of conversation whenever he is interviewed happens
to be precisely detective_fiction — in particular,«the tightly-woven and
contrived plot structure inherent in the genre. Of caurse; we all know
that Borges' reading taste leans towards the unconventional: ‘he is an
expert not only of detective tales and gangster films, but also of

westerns, science fiction and fantastic tales.” Since Borges 1s so

conversant with these popular forms, a critic who does not have”some
familigrity with them, and in our case with detective fiction, cannot
fully grasp the author's unique handling and reshaping of the detective

story.



Indubitably, Borges has been very influential in the dissemina-

tion of information and the generating of excitement about a much-maligned
genre. Let us briefly outline the salient points which pertain to Borges'
career as writer of detective fiction and also as translator, critical
reviewer, compiler, and director of publications relating to the
detective genre. Borges has written some of his best ficciones —

"El jardin de senderos que se bifurcan," "La muerte y la brijula™ and “~
"Abenjacin el Bojari, muerto en su laberinto" - under the rubric of a
detective story or a parody of a detective story (indeed, his first two

stories were sent for publication to the Ellery Queen's Mystery Magazine)

These stories, as our thesis shall demonstrate, do not stand aloof or |
differ from his other stories, rather they are completely integrated into
his oeuvre. We may note how Borges, in partnership with Bioy Casares,

also engaged in the writing of the detective novels Seis problemas para
— o o L , . .
don Isidro Parodi (1942) and Un modelo para la muerte (1946) and adapted

" detective sta%iES; notably the works of Agatha Christie, - into plays or
screenplays. Borges' skill as a translator may be evaluated by reading,

for example, his translation of Arthur Conan Doyle's "The Red-Headed

League.'" The Argentine advocate pléyed an important role by reviewing

innumerable detective stories; in the 1930's and 1940's, he was the official

critical reviewer of detective fiction for the periodical Sur. As exponent
of the genre, Borges compiled two anthologies of detective sto§;§§ whi;h
iﬁclud; authors of his choice as Poe, Doyle, Chesterton, Zangwgii
Besides his active role as reviewer and c@mpiler, Borges contributed to
the recognition of the best detective stories by directing the publication

of a series devoted to detective fiction. In an interview with Burgin,

Borges relates how these publications enabled the general public to discover
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that a detective story could be well-polished and well-formed:

a series called The Seventh

1 was a director The
Circl¥®, and ished some hundred and fifty
detective n We began with Nicholas Blake;
we went on to Michael Innes, then to Wilkie Collins,
then to Dickens' Mystery of Edwin Drood, then to
different American and English writers, and it had a
huge success, because the idea that a detective story
could also be literary was a new idea in the Argentine.
I think that those books did a lot of good, because
they reminded writers that plots were important. If
you read detective novels, and if you take up other
novels afterwards, the first thing that strikes you — ,
is to think of the other books as being shapeless.

Even today, Borges continues to write prefaces and reviews —
for instance, he appended a prologue with his customary words of praise
for Poe, Zangwill, Anthony Berkeley to Donald Yates' recent translation

L 5 A e
of Manuel Peyrou's El1 estruendo de las rosas.  Because of all his writings Py

and activities, one can very easily ascertain why Borges is at the
fountainhead of a surfacing of the detective form in Spanish-America. He
has rightly been called '"a sort of patron to the detective story."
~ And like Borges, the Spanish-Amériéan authors have been attracted to the
formal exigencie$ of the detective plot in the structuring of their own
works:.‘;%hese writers produced detective fiction in much the same way
as did Poe — using its structure as an external formswhich conveniently
lent itself to the expression of a certain set of ideas or visiaﬁ-"7 The
best indication of Borges' predominance in the world of detective fiction
can be observed in the detective writers John and Emery Bonett, whose
detective novel situates an action in Spain and depicts the unpretentious
'Inspector Borges:.' 8 /
Borges, in his interviews, for example wfih Milleret or V§zquez. |
often notes his abid;ng fascination for a few detective story writers:

"My interest in detective fiction is rooted in my reading of Edgar Allan
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Poe, Wilkie Collins, Robert Louis Stevenson's The Wrecker, G.K.
Chesterton, Eden Phillpotts, and, of course, Ellery Queen." 9 Among
the selected list of authors, Borges deems Poe, but above all Chesterton,
as most instrumental to his own writings. In his famous early prologue

to the stories in Historia universal de la infamia, Borges acknowledges

the inspiring force primarily of von Sternberg's gangster films and

Chesterton's detective stories on his own tales of hoodlums and gauchos:

. . 9. : : . . ;
"Los ejercicios de prosa narrativa que integran este libro fueron ejecutados

23

de 1933 a 1934. Derivan, creo, de mis relecturas de Stevenson y de Chesteftéﬂ

y aun de los primeros films de von Sternberg y tal ve:z de cierta biografia
de Evaristo Carriego." 10 He refers to Chesterton as the master of the
when he evaluates the writings of the genre. Borges insists on disclosing

nis own fictions exhibit traces of the Father Brown stories. A perti-

deros que se bifurcan, est, comme beaucoup de contes de Chesterton,
un/conte détectivesque et poétique d la fois. De méme, ''La muerte y la

brujula," que j'ai &crit aussi. en pensant un peu @ Chesterton, a beaucouf
) ) P I

de éhoses worked in, inlaid." 1
. Borges' reading of Chesterton was indispensable for the develop- -
ment of his own aesthetics. His main ideas about the elaboration of

plots were formulated in his early and crucial essay 'El arte narrativo

y la m;;ia" (1932). We learn from this essay, which includes many examples
from Chesterton, that Borges is curious about unique plot structures that
diséard causal logic and reason. Many tenets and even phrases taken from
this important essay retur in his subsequent three essays on Chesterton

and@ms style of writing detective fiction: ''Los laberintos policiales
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y Chesterton' (1935), "Modos de G.K. Chesterton' (1936), and "Sobre
Chesterton' (1937-1952). 12 Three main points are clearly discernible

in these essays: Borges appreciates Chesterton's contrivance of plots,

his visual imagination, and his ability to weave a fantastic plot and

then dispel the inexplicabke with a rational analysis. All three ideas
are, of course, highly significant when we examine Borges' own ficciones.
However, when he expounded his poetics, Borges was particularly impressed

&
with Chesterton's procedure of commingling the fantastic with the

24

fatian§1: iﬁil

Necesidad y maravilla en la solucién.
Chesterton, siempre, realiza el tour de force de

proponer una aclaracidn sobrenatural y de reemplazarla
luego, sin pfrdida, con otra de este mundo.

,Edgar Allan Poe escribid cuentos de purc horror

fantsstlca o de pura bizarrerie; Edgar Allan Poe {
fue igyentor del cuento policial. Ello Jno es menos
indudaBle que el hecho de que no combind los dos

géneros ... En cambio, Chesterton pradlga con pas;nn

y felicidad esos tours de force. Cada una de las pie:zas

de la Saga del Padre Brown presenta un m15ter1a

propone explicaciones de tipo demoniaco o maglca y las 13 °
reemplaza, al fin, con otras que son de este mundo .

Faell

In due course, as Borges once forecasted in a memorable line "E1l hecho

es que cada escritor crea a 5us precurséresi" 14 Inevitably, Borges
himself, by sheer enthusiasm for 'Chestertonian storytelling,' establish-
ed his own ideal precursor and placed him alongside of Poe and Kafka:
""Chesterton se defendid de ser Edgar Allan Poe o Franz Kafka, pero que

algo en el barro de su yo prQPEﬁdfa a la pesadilla.” 15 At the same time,

L

Borges enhanced the stature of Chesterton in the world of letters.

It is very paradoxical that although Borges is excessively
concise in his stories, he should be so fluent in his discussion of

detective fiction. Nabokov, on the other hand, remains reticent about

his reading of detective fiction and about the influence of the genre on



should not lose from sight the fact that (even though Nabokovian critics
have never mentioned it) Nabokov began writingin exile in Germany when the
formalists were influential in his homeland and when critics like Shklovsky
had a predilection for popular genres and for self-reflective works as

detective stories or Tristram Shandy. In all probability, this new

critical school which brought these genres into the limelight had a great-
impact upon the nascent genius of Nabokov. 16 In spite of his di;zretign
at interviews, Nabokov hinted, while divulging childhood reminiscences,
that he had been held spellbound by marionettes, puppets, clowns ?ﬁﬂ by
the adventures of Phileas Fogg and Sherlock Holmes (exactly like little

Luzhin in The Defense). Nabokov admitted that he is no longer enthralled

with 'boyish heroes' as Fogg or Holmes:

I relished especially the works of Wells, Poe,

Browning .... On another level, my heroes were the

Scarlet Pimpernel, Phileas Fogg, and Sherlock Holmes
.. Of these top favorites, several —Poe, Jules Verne,

Emmuska Orczy, Conan Doyle, and Rupert Brooke — have

lost the glamour and thrill they held for me. '

popular literature and thriller films. For instance, he sensed a contiguity

very little Hitchcock, ... but I admire his craftsmanship. 1 fondly recall

ét least one film of his, about someone named Harry'(The Trouble with Harry,

1955). ... his humour noir is akin to my humour noir, if that's what it
L N & S . N . . vy . :
should be called.”"” "~ Notwithstanding Nabokov's infrequent declarations -
about popular forms, and detective fiction in particular, his novels are

repléte with allusions to the marginal genres — the deteftive story, the

western, gangster films, and pornographic works.

i
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Nabokov is well-known for his love of chess problems and his
transposition of these exact problems in his fictional works. His
autobiography Speak, Memory, clearly reveals that the author views
himself as a chess master: problems are imagined, pursued and solved
in the narrative and the 'value' of the challenging problem is weighed
against its degree of difficulty. Thus, Nabokov's novels become
compositions and variations of chess problems where the chess-men
are the heroes but ostensibly the game played is not only between
the opponents in the’story but also between the author and the reader.

Themes in chess, it may be explained, arq,;gch

devices as forelayipg, withdrawing, pinning,\unpinning

and so forth; but it is only when they are cokbined

in a certain way that a problem is satisfying.

> - Deceit, to the point of diabolism, and orrginality,

verging upon the grotesque, were my notions of strategy;....

It should be understood that competition in chess

problems is not really between White and Black but

between the composer and the hypothetical solver

(just as in a first-rate work of fiction the reql

clash is not between the characters but between

the author and the world), so that a great part of a

problem's value is due to the number of 'tries' —

delusive opening moves, false scents, specious \ines

of play, astutely and lovingly prepared to lead)the

would-be solver astray. 0
The pawns moving across the chess-board manipulated by the hand of
the chess master or, as we mentioned above, the marionettes and puppets
guided by the strings of the theater-director, are all analogous
metaphors that evince Nabokov's role as author and his world of illusior
and deception. Like Poe before him, Nabokov always enjoyed the world of
chess; he translated into Russian a novel based on chess — Through the Look-

ing -Glass and published, along with poems, some chess problems. 21

In fact, the chess game and its implications find poetic expression in

all of Nabokov's novelistic writings, from King, Queen, Knave (1928)



to Pale Fire (1962). In the ‘"regular chess attack,” patterns and

moves are set up and the action and tension is maintained between opponents
Cy i . . 22
until finally one opponent proves himself superior to the other.

As we shall later indicate, the game of chess is one of the most :ppfaﬁfigte
and best metaphors to illustrate the pattern and structure behind the game
plan of the opponents in detective fiction. It is no wonder that detective
writers like Baroness Orciy, Dorothy Sayers, oOT Raymond Chandler often

integrate or infer a game of chess in their narrative. Enterprisin

-1

critics are only beginning to inspect the pattern of the chess game and

the detective story in Nabokov's novels. 23

Robbe-Grillet's interest in the detective mode has never waned;

in fact, his recent novels demonstrate that he is incorporating and

refining more than ever the 'low' forms of literature such as the 'tough'

crime and adventure novels, the gangster comic strips, and the violent

pornographic novels. The narrative of many assassinations, Projet pour

une révolution 3 New York, could easilyfﬁé‘gggpared to such erotic detective
stories as No Orchids for Miss Blandish by Jg;ég Hadley Chase. 4 This

affinity for para-literature has not often been directly expressed by
R@bbejGrillet in interviews and essays. However, to a critic

like Morrissette, Robbe-Grillet has avowed that he is cognizant of the
French, British, and American writers of deteétive fiction. He appreciates,
for example, the work of Faulkner (most of his novels are detective in
nature) and espionage literature. And many times, he reads detective )
writers for their aesthetic limits: their works can serve as a lever ,

for further technical experimentation. For instance, he asserts that Suéh

novels of Graham Greene as Brighton Rock and The Heart of the Matter

spur him to devise new variations from the given action of the texts:
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""Les romans de Greene, ... m'ont souvent donn€ envie de les récrire."

Although Robbe-Grillet has remained relatively silent on the issue of

his reading of detective writers, Butor, in an interview on the Nouvesu
Roman's use of the detective story, strangely devoted most of his remarks:
to Robbe-Grillet. It is obvious to Butor that his compeer is a versatile

author with expertise in derivative genres of the detective story:

I1 est certain que le roman du type Série Noire a
influencé un certain nombre d'auteurs du nouveau

roman. ... Il y a des romans policiers de type
classique, de type anglais, qui aussi a [ant]
beaucoup influencé des livres comme Les Gommes ou P

L'Emploi du temps. Certainement il y a une grande
influence des auteurs du type américain sur Robbe-
Grillet.

The aesthetic prémises that Robbe-Grillet developed were first
enunciated using the detective story as a point of reference. It is very
significant and interesting that the 'roman policier' assisted him
in explaining his aesthetic theories. The philosophical principle behind
Robbe-Grillet's new 'objective' or 'realistic' style is clearly stated
in "Une voie pour lg’roman futur." Robbe-Grillet advances the idea that man

is completely disjoined or apart from the universe in which he finds
\

himself — no relation or bond exists between man and the HGI‘IC‘QO? to use
Sartre's phrase, man is simply 'there." 27 This belief does mot entail any

feelings of sadness or tragedy: 'Or le monde n'est ni signifiant ni absurde.

L3
I1 est, tout simplement." 28 This visiﬂ& of man, Robbe-Grillet argues,

is in posse in literature: ''dans les constructions romanesques futures,

gestes et objets seront 13 avant d'8tre quelque chose.” 29 since the

detektive story concentrates primarily on the assumed meanings emanating
from objects, gestures, or words, to elucidate a problem, Robbe-Grillet

attacked the raison d'8tre '%f the investigative task. In every detective
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story, objects are enployed.as indices or clues from which the sleuth

can gather information, re-create and solve the mysterious event.

Whatever interpretation or re-invention the detective infers from the
objects pertaining to the crime, he is adding meaning to the inert object ¢
and all these implied meanings or solutions are never completely verifiable.
To describe the objects, Robbe-Grillet professes, is the only absolute
truth the investigator can ever be assured of — everything but theiobject
itself is supposition, invention or surmise. Hence, 1in a last resort,

to obtain this absolute truth, the detective's activity is reduced to

the examination, scrutinization and description of objects without the

%

imposition of. any meaning:
2.}

Les piéces 3 conviction du drame policier nous
donnent, paradoxalement, une assez juste image de
cette situation. Les &lé&ments recueillis par les
inspecteurs — objet abandonn& sur les lieux du crime,
mouvement fix& sur une photographie, phrase entendue
par un témoin -—semblent surtout, d'abord, appeler une
explication, n'exister qu'en fonction de leur rble dans
une affaire qui les dépasse. Voila déja que les théories
commencent 3 s'&chafauder: le juge d'instruction essaie
d'établir un lien logique et nécessaire entre les choses;
_on croit que tout va se résoudre en un faisceau banal de
causes et de conséquences, d'intentions et de hasards...
Mais 1'histoire se met a foisonner de fagon inquiétante:
les témoins se contredisent, 1'accusé multiplie les alibis,
de noyyeaux €léments surgissent dont on n'avait pas tenu
compté€... Et toujours il faut en revenir aux indices en-
registrés: la position exacte d'un meuble, la forme et la
oo fréquence d'une empreinte, le mot inscrit dans un message.
On a 1'impression, de plus en plus, qu'il n'y a rien d'autre
de vrai. I1s peuvent bien cacher un mystére, ou le trahir,
ces éléments qui se jouent des systémes n'ont qu'ynpe
qualit€ sérieuse, Evidente, c'est d'8tre 1a.

Before we inspect the 'intertextual' references to detective
fiction made mainly by Borges and Nabokov in their short stories and
novels, we are in a position to entertain a few points of comparison._

From our authors' statements in their essays and interviews, we can
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already observe that Borges' favorite detective writer was evidently

Chesterton whereas Nabokov was a fan of Arthur Conan Doyle and Robbe-

Also, fran their cogent comments, we may affirm that Borges is preoccupied
with the detective genre because it fosters the demand for a rigofous plot
structure and has the inherent flexibility of combining the fantastic with
the rational. For his part, Nabokov is interested in the creation of
problems and game patterns endemic to chess and detective stories, and

at the same time, he is wary of rules and conventions implied in the notion

of games. Robbe-Grillet debunks the investigation process in his essay

m

in order to illustrate his theory, and in the same manner, one presuppose
that he will undermine and transcend the norms of the detective story to

marnifest his own aesthetic vision. .

Examples of 'Intertextualité'

The detective genre is, inter alia, very self-reflective, that

is, very conscious of its own fictionality. The detective story does not

seek to hide but rather to display and call attention to itself as an artifact.
One way for a detective story to proclaim its meta-fictional or artificial

nature is to make allusions to other detective authors and other detective _

——

stories within its own narrative worlid. Most itics now adopt Kristeva's

well-received term intertextualit€ to define this procedure of intercalat-

ing one or several texts within a narrative. This device of referring to

authors or quoting from texts, in other word$ of intertextualité, is

very prevalent in detective fiction and has become a special feature in the

tradition of the genre. This convention, which will be discussed further
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in the next chapter, began at the very outset of the genre. Notice

how Poe in 'The Purloined Letter' alludes to his earlier stories and there-
by inserts the third story in the portfolio of his other two %:155:

"For myself Ehe narratur}, however, 1 was mentally discussing certain

topics which had formed matter for conversation between us at an earlier

the egsﬂing; 1 mean the affair of the Rue Morgue, and the nysféfy

e -

the murder of Marie Rog2t." 31 The function of intertextualité

firmly under the& banner of a specific genre. An author's use of inter-

, o | 5
rery effective way for him to divulge -his sources and
=

the tradition that kas inspired his text. This inspiration is always

textuality is a

very close to being or is veritably imitative in nature: an old text,

the source of an author's authority, is juxtaposed with a new text.

Y

From a comparatist's point of view, intertextuality 1is interesting

""" 2
The allusions made in a detective story to other detective works

may extend from the elementary to the highlyfccmplex. For instance, the

feference may be a brief remark i&s in The Spy Who Came In From The Cold

where Control, in his only speech in the narrative, advises Leamas of his
forthcoming deom by hinting at the basic puzzle in an Agatha Christie story:

"Riemeck was the last, Control reflected, the last of a series of deaths,.

.. Like the ten little niggers." 32 In contrast, the allusion may be

far more comprehensive and detailed as illustrated in El estruendo de las

rosas where the possible murderer and literary critic Felix Greitz's essay
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"Hamlet and the Detective Story" is included in fula in the g;%r tive text.
Thg essay praggunds the theory that the play E;g;gg contains detective
elements, proves that there are detective motifs in the works of Chekhov,
Balzac, and Hawthgrnej’ and analyzes the stories of Nicﬁalas Blake and
Anthony Berkeley These many intertextual references in the essay
transplanted in the narrative are deftly employed by the author since
ultimately the detective deciphers the mystery because of his second
reading of the Hamlet essay. In thhicases, Le Carré and Peyrou have

nferred much value on the intertextual reference: there is a profound

relation between the allusions in the text and the narfatlve itself.
Thus, as Culler explains, these references ''provide a grid through which
the narrative is read and structured." 34 -

An author can introduce,in his narrative, references to detective
writers, detective stories or to any convention of the genre in multifarious
and distinctive ways. Let us take the example of references made to Poe
as a case in point. We may observe how Doyle in '"The Resident Patient,"

Chesterton in '"The Blue Cross' and E.C. Bentley in Trent's Last Case @ .

specify the name of Poe in a passage of their detective tale or novel.

Each of these references implies a comparison between Dupin' s 1nvest1gat1ve

method and the method of inquiry adopted in the narratives. Due to the
compounding of an allusion to Poe within another story, Dupin's method

.is viewed in a new light and the narrative reflects more than its immediate

context, Furthermore, each writer has in mind a specific Dupin story:

You remember, said he, that some little time ago when
I read you a passage in one of Poe's sketches, in which .
a close reasoner follows the unspoken thoughts of his

companion, Yyou were inclined to treat the matter as a

mere tour de force of the author.

\“} (Doyle — "The Murders in the Rue Morgue')
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... there is in life an element of elfin coincidence
which people reckoning on the prosaic may perpetually
miss. ‘As it has been well expressed in the paradox of
Poe, wisdom should reckon on the unforeseen.
(Chesterton —  "The Purloined Letter')
In this letter he did very much what Poe had done in
the case of the murder of Mary Rogers. With nothing but
the newspapers to guide him, he drew attention to the g
significance of certain apparently negligible facts
(Bentley —  "The Mystery of Marie Rog&t*')

We. intend to underline the most enlightening intertextual

references to th? detective genre found in our authors’ fictional works.
We will distinguish, in particular,ﬁathé allusions made to characters

(usually the detective), to writers, and to important statements noting

or undercutting accepted conventions gfffhe genre. We know, of course,
that the technique of inner duplication has been widely used by Nouveau
Roman writers in general. These inner duplications, as in Butor's
L'Emploi du temps, often make direct references to techniques of detective

fiction — in the case of Butor's novel, to the two time spans inherent in

=5

the detective story. However, direct references to detective stories or
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only minimally in his later works. Borges' fiction, on the one hand,

abounds in allusions to authors — some of which are to detective writers.

-In his use of intertextualité, Borges has the unique confounding habit

of mingling references to both real and fictitious authors. On the other
hand, Nabokov's novels make fewer intertextual references, but thése
are almost all constrained to some aspect of the detective genre. A
similarity exists between Borges and Nabokov in their presentation of
critical discussions on the detective story. Borges' essay-fictions

YE]l acercamiento a Almotdsim,'" '"Examen de la obra de éerbert Quain'" and

"Abenjacan el Bojari, muerto en su laberinto' depict a critic reviewing or
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interlocutors conversing about a detective story or stories to study

the narrative strategies or clashing interpretations. Likewise, in

The Real Life of Sebastian Knight, we find the narrator's critical

L

stories. It shall be discovered

)
("]

examination of his brother's detectiv

that these intertextual references and statements are not gratuitous but,
i =
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in fact, reveal some of the authors' fundamental aesthetic tenets.
Early in his story ''La muerte y la brdjula," Borges firmly
entrenches his detective Lonnrot under the€ auspices of his illustrious

forbear — C. Auguste Dupin. In his intellectual task of cipherment,

LonTOt is indeed comparable to the reasoner and 'disentangler' par

L

excellence: 'Lonnrot se creia un puro razonador, un Auguste Dupin, pero

algo de aventurero habia en €l y hasta de tahur." 38 Borges considers

Dupin as the prototype of the highly talented mind whose progeny includes

such exalted thinkers as Sherlock Holmes and Valéry's Monsieur Teste.

Apart from this repeated reference to the first genuine detective,
most of Borges' allusions consistently advert to the authors, not the

characters, of a detective story. Borges .specifically alludes to Edgar
i

Allan Poe as the original author who began the literary tradition of

giving a paramount role to the intellectual powers of a superior mind.

¥
In "Pierre Menard, autor del ijote," Borges underlines that Poe,

because of his conception of a reasoner like Dupin, instituted himself
as the first in a long lineage of writers principally enthrailed with
the functioning of the mind or the procedures of logic and reasoning.
""Poe, que engendro a Baudelaire, que engendrd a Mallarmé, que engendrd

a Valéry,_que engendro a Edmond Teste," and we could add, who engendered
orge Luils Borges. 40 In another story, Poe is designated by Borges as

and puzzles that are certainly obscure but not

[
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<} unduly difficult or inexplicable; Poe is credited with the invention
of some of the most esteemed and still flourishing conventions of the
detective puzzle, for instance, the idea of the locked-room mystery or

of the overlooked ultra-obvious solution based on ‘'the very simplicity

of the thing'": AL

- No multipliques los misterios - le [Unwin] dijo -.
_Estos deben ser simples. Recuerda la carta robada de
Poe, recuerda el cuarto cerrado de Zangwill.

- O complejos - replicé Dunraven -. Recuerda el

universo.

Borges continued the practice of book reviewing in his
essay-fictions "El acercamiento a Almotdsim" and "Examen de la obra de
Herbert Quain."%‘ These two reviews are complementary since they both deal
with imagined detective stories written by one Mir Bahadur Ali and one

Herbert Quain. There are different published versions of the much

acclaimed story The Approach to Al-Mu'tasim and the revie;%s has on his

desk the most recent version containing the preface by Dorothy Sayers.

All critics have agreed that the story is a mélange of a detective story
and a visionary or mystical tale. This idea that a detective story could
be combined with another literary form calls back to mind Chesterton's art

of fusing the rational and the fantastical or magical: el mecanismo

b d 4 3

policial de la obra, y su undercurrent’ mistico. Esa hidridacidon puede
moverno§ a imaginar alglin parecido con Chesterton; ya comprobaremos que no
hay tal cosa." 42 The substance of the book review is to describe the plot
of this detective story which é;atures the advancement of a student hero
towards the goal of His.;earch. This journey and search can be éon-
densed into a schematic poetic outline: ''La inSaciable busca de un alma

a través de los delicados reflejos que ésta ha dejado en otras' or reduced




to a mathematical explanation: "El tecnicismo matemitico es aplicable:
la cargada novela de Bahadur es una progresion ascendente, cuyo término
final es el presentido 'hombre que se llama Almotdsim." 43 The journey

ends where it began and the book reviewer concludes with the formulation

E

of conjectures about possibilities implied in the idea of a cyclical search.

The book reviewer of the '"Examen de la obra de He;bert Quain”
discusses not only one novel but the entire oeuvre of Herbert Quain.
Whereas in The Aggroaéh to Al-Mu'tasim the action of the search was
progressive or forward mo&ing, Herbéft Quain's books are all structured
on the principie of regreséian or a backward search from the final action
or effect to the primary caﬁsei This regression is limpidly exemplified

by a detective's investigation procedure. The book reviewer notes how

Herbert Quain's first novel The God of the Labyrinth was compared to a

story by Agatha Christie or one by Gertrude Stein. Having lost his copy
of this detegtive story, the book reviewer can only summarize the overall
plan. The ending of the story is baffling since the reader is asked to

re-examine the narrative in order to find the implied solution; the reader

is explicitly requested to become the detective:

Ya aclarado el enigma, hay un pdrrafo largo y retro-
spective que contiene esta frase: Todos creyeron gue
el encuentro de los dos jugadores de ajedrez habid sido
casual. Esa frase deja entender que la solucidn es
errdnea. El lector, inquieto, revisa los capitulos
pertinentes y descubre otra solucidn, que es la
verdadera. El lector de ese Aibr@ singular es mas

. perspicaz que el detective. s

Herbert Quain's succeeding three novels are radical experiments with the

notion of regression. One story, as the apt title suggests, April, March,

is a "novela regresiva, ramificada' where the action could be continued

indefinitely or cyclically; The Secret Mirror eliminates all causal links
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in the regressive action; and in the last novel Sgg;gmenggi Quain composes
eight arguments ﬁhith appear in need of improvement or revision, hence
the reader must become an active participent or detective as in the first
novel.

The story "Abenjacdn el Bojari, muerto en su laberinto” offers
two opposing interpretations of the building of a labyrinth and, after
long disputations in Cornwall and London, the friends agree that no
definite solution can be formulated. As one of Borges' more extensive
parodies of the detective story, "Abenjacdn el Bojari, muerto en su
laberinto' exposes to ridicule many conventions of the genre. For example,
the convention of the obligatory solution to a mystery 1s scrutinized
by the two enthusiasts of detective fiction and discovered to be too
patently transparent and mechanical. Caméafed to the heightened suspense

=

of the detective story proper, the dénouement often signifies a drastic

levelling off of the excitement and a gradual tapering to a tidy and

temperate ending, or to quote the words of John Fowles, a resolution
45

means a "drop" or a “flop." The reader will often find that the

requisite ending fails to climax the story satisfactorily — gigis too
incongruous and too contrived: 'Dunraven, versado en obras policiales,

pensd quégla solucion del misterio siempre es inferior al misterio. EIl
‘.
misterio participa de lo sobrenatural y aun de lo divino; la solucidn, del -

juego de manos." 46

The two interlocutors, Dunraven and Unwin, who deliberate on
the motives for the construction of a refuge or trap and on the ensuing

crime, are interesting in themselves. One — Unwin is a mathematician

by profession, the other — Dunraven, a poet by choice. The story of the

mystery of Abenjacdn and Zaid is narrated by the poet. The mathematician,



upon reflection, is confident that the image of the spider's web is
the clue to the unravelling of the enigma. Hence, the mathematician

who interprets Dunraven's story shows affinities towards the poetical.

story exteriorizes an idea precious to Borges. The blending of the rational
and emotional faculties in the intellectual process is a concept that

issues from Poe's theory of the ideal reasoner.

Poe, in a type of prelude to "The Purloined Letter," propounded
a theory of reason first by assessing the merit of the mathematical and
analytical spirit and finding it inadequate for original thought. In his
understanding, the poetic element is the iﬂdi;pensable:ingredient that
acts as the catalyst for innovative thinking. Poe instructs us further
about his theory by applying it to his characters: the mind of the minister
[}he criminal] is both mathematical and paetical since he devised an in-
genious plan to hide the letter: "I k;@w him well; he is both. As poet and
mathematician, he would reason well; as mere mathematician, he could not
have reasoned at all." 47 In order for Dupin to resolve the conundrum
and find the letter, he had to be of a superior iﬁ&elleituaz disposition
than the minister, that is, he had to be more poetical. The prefect has
only an efficient mathematical mind and thus could not hope t? uncover a

clever ruse. Dupin's poetic inclination permits him his victory.

We could regard Poe-s(tzigpf'ﬁf\feasan as having been refined

and enlarged upon by authors as Chesterton and Borges. Chesterton, as we
have just beheld, is fondly admired by Borges because of his skilful uniting
of the rational with the fantastical or magical. These two poles contain

in esse Poe's notions of the mathematical and the poetical. Borges himself,
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we shall soon learn, combines in his works the supra-rational and the
supra-fantastic. Also, Borges has often spoken of his intense desire

_to compose stories that are not only precise exercises in metaphysics or

logic but are especially visual, e ,passionate — in A}her words,

poetic. Describing his intentions[when writing 'La biblioteca de Babel,"
Borges clearly discerns the two levels of this story (and also of his
other ficciones) and underlines that the poetical dimension is the

cachet:

> N
Dans ce conte, et je 1'espére dans tous mes contes,
il y a une partie intellectuelle et une autre partie —

plus importante je pense — le sentiment de la solitude,
de l1'angoisse, de 1'inutilit&, .du caractére mystérieux
de 1'univers, du temps, ... de moi-m&€me. Je crois que

dans tous meés contes on trouve ces deux €léments. Ce
- sont un peu des jeux. Ces jeux ne sont pas arbitraires.
. Je me suis amus&. C'était un jeu. Un peu comme le
cas d'un joueur d'échecs. Il y a un probléme. Il y a
un amusement. Et une joie.

I1 y a d'une part, le plan intellectuel, le plan mathéma-
tique si vous voulez. L'autre plan est le plan poétique.

L'idée de restituer d'une fagonh ou d'unedgutre des
expériences ou des Etats de conscience.

Hence, the basic premise for all these writers, as we observe, stems from
the polarity between reason and emotion. Poe's thought finds its echo

\
in Chesterton's and Borges' substantial linking of the rational and the

fantastic, and in their style uhggh is both cerebral and lyrical. The

. following diagram places this threefold relationship in perspective:

//f"””’v‘“/’xz -
: /////< XPO:\\\ Chesterton and  Borges .

r

'
.

Du:ii/:;,th:i:ive . Subject and style of Q:::::ive .

mathematical poetic ratioﬁ;; fantasy




A great many direct and indirect or recondite allusions,
usually jocular in tone, are intermittently interposed in most of
Nabokov's novels. He-shall attend primarily to the most frequent
and original types of references — namely those which consider the

detective hero Sherlock Holmes and those which examine cum grano salis

the conventions of the genre. A reader can find references to Sherlock
Holmes, this 'hawk-nosed, lanky, rather likable private detective' in the
most unlikely nooks and recesses of the novels, 49 To be sure, allusions
to Sherlock Holmes are contextual and often support the main plot-line

or can be associated with one central character in the novel. Let us
mention in ascending order, from the brief notation to the longer

expression, this ikportant leitmotif that transpires in one form or

= -
‘other in Nabokov's novels. For instance, the narrator who jockeyed

Professor Timofey Pnin out of his position always carries an old
Sherlock Halmes volume with him: 'an omnibus edition of Sherlock Holmes
which had pursued me for years supported a bedside lamp...." 50 In

Pale Fire, the first canto of Shade's poem conjures up the world of

Sherlock Holmes: 'Was he in Sherlock Holmes, the fellow whose / Tracks
‘pointed back when he reversed his shoes?" 31 Doyle's memorable hero L

prefigures Shade's own detective-like investigation as he tries to
reconstitute the ''tangled web' of his life. In another search, V in

The Real Life of Sebastian Knight identifies with Sherlock Holmes

when he cunningly interviews Madame Lecerf, the lady he presumes is his

brother's secret Russian love: "... "a handsome dark woman?" I suggested

using an old Sherlock Holmes stratagem.” 52 While Hermann is busy plotting

his perfect suicide in Despair, his wife Lydia and her lover Ardalion are

40



imagining tactics to enmesh the unsuspecting Hermann. In accordance with

her role as an abecedarian strategist, Lydia is an ardent reader of

detective stories, especially Sherlock Holmes: ''she was, comfortably

drinking coffee with me and recalling some Sherlock Holmes adventure.' 53
The motif of Sherlock Holmes is most prevalent in the narrative

The Defense. As a young boy, Luzhin, the chess prodigy, relishes the

tales of Sherlock Holmes:

But it was not a thirst for distant peregrinations

that forced him [Luzh;n1 to follow on the heels of
Phileas Fogg, nor was it a boyish inclination for
mysterious adventures that drew him to that house

on Baker Street, where the lanky detective with the
hawk profile, having given himself an injection of
cocaine, would dreamily play.the violin. Only much
later did he clarify in his own mind what it was that
had thrilled him so about these two books; it was that
exact and relentlessly unfolding pattern: ... and
Sherlock endowing logic with the glamour of a daydreanm,
Sherlock composing a monograph on the ash of all known
sorts of cigars and with this ash as with a talisman
progressing through a crystal labyrinth of possible
deductions to the one radiant conclusion. The conjuror
whom his parents engaged to perform on Christmas day
somehow managed to blend in himself briefly both Fogg
and Holmes. °4

After his whirlwind public life as chess-master, Luzhin drops out of the
game and during his convalescence, he requests volumes of Sherlock Holmes.
;Tﬁe popular adventure narratives and detective stories which Luzhin
covets are frowned upon by his entourage: ""I've just scoured through all
the book stores,". sighed the daughter, '"he absolutely had to have Jules
Verne and Sherlock Holmes. And it turns out he's never read Tolstoy."
"Naturally, he's a peasant,'" muttered her mother." 55 Luzhin identifies
completely with the persona of Sherlock Holmes when he finally attempts

to analyze the pattern of his destiny: 'He began to think intensely

at nights, the way Sherlock had been wont to do over cigar ash —. ., . " 36




It is very appropriate to see how Luzhin, 4 the chess-genius, empathizes
whole-heartedly with the masterly detective hero. From the preceding
references to Sherlock Holmes, it can be perceived that usually one hero

in a novel is closely connected to the_detEQtive as he struggles to

clarify the mystery of his life or to out-manceuvre his opponent.
While Nabokov frequently inserts allusions to his favorite

detective hero, he seldom adverts to detective writers. Apart from his

ny references to Poe in Lolita (bearing on Poe's personal love life

which parallels Humbert's), the novel

where Nabokov mentions detective writers. Overvhelmed with pride at his

own genial plan, Hermann addresses Doyle and Dostoevsky to point out and

to condemn them {ﬁf their limitations. His comments about these two
particular rauthors and their detective or detective-like writings support

the underlying irony and parody of the novel. Hermann envisages how

Arthur Conan Doyle. could have surpassed himself by terminating his Sherlock

Holmes saga with the story of a crime performed by the narrator-friend —

‘Dr. Watson himself:

qp. Conan Doyle! How marvelously you could have
crowned your creation when your two heroes began
boring you! What an opportunity, what a subject

you missed!  For you could have written one last tale
concluding the whole Sherlock Holmes epic; one last
episode beautifully setting off the rest: the murderer
in that tale should have turned out to be not the one-
legged bookkeeper, not the Chinaman Ching and not the
woman in crimson, but the very chronicler of the crime
stories, Dr. Watson himself — Watson, who, so to speak,
knew what was Whatson. A staggering surprise for the
reader.

When this idea is considered within the context of Despair, the reader.
discovers that the narrative stance used in this novel is precisély the

one advanced by Hermann. Nabokov has perceived how a transformation of

is one of the rare instances



In fact, the novels Despair and Lolita adopt this narrative viewpoint
where the narrator-criminal releases his confession of his plan and

murderous deed.

In addition, Despair is the one novel where Nabokov fiercely

refutes and ridicules the author of Crime and Punishment. The hero

Hermann downgrades Dostoevsky's mystical flights by viewing him as an
ignominious writer of thrillers. He fears that his own style may be
too close and '"smack ...of thumb-screw conversations in those stage
taverns where Dostoevski is at home; a little more of it and we should
hear that sibilant whisper of false humility, ... the mystical trimming
dear to that famous writer of Russian thrillers." 58 And whereas
Luzhin camparéd himself to the renowned detective Sherlock Holmes,
Hermann, understandably énaugh. calls himself'a Raskolnikov figure
and even resorts to the diminutive '"'rascal' to have a good laugh at the
expense of his double: 'In spite:€f'a grotesque resemblance to Raégg;—
59 o

nikov el " Hermann's attitude towards these authors, Doyle and

fault with their plots and viewpoints since they compare very unfavo-
rably with his own ability to imagine a 'perfect' strategy:

But what are they — Doyle, Dostoevsky, Leblanc, Wallace-
what are all the great novelists who wrote of nimble '

Nabokov has undercut many important conventions of the detective

genre in Despair and Lolita in the same off-hand and candid style as

43
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observed above in his references to detective writers. Two of the more
interesting allusions concern the unique procedures involved in reading

a detective story. Hermann's wife, Lydia, is an avid reader of detective
stories and on one occasion, in order to avoid rushing to the coMtlusion,
she rips her book in half and hides the last section. She then expends
her-time trying to remember where she had deposited the demouement:
"she forgot the place and was a long, long time searching the house for
fﬁe criminal she herself had concealed, n 61 This delightful
anecdote, in fact, depicts the precise situation of a detective in his
search for the criminal. However, a more immediate implication is
deduced by Hermann who establishes an analcgy between the criminal in
that 'penny dreadful' and himself — Lydia is expected to keep his pseudo-
suicide secret.

In another pleasant yarn, Humbert recalls how, in his buyhé%d
he had read a French detective 5t§ry where‘thg clues were embossed in
italics. Humbert's own inquiry into the disappearance of LoYita, in
contrast, is hampered by false and recondite clLes purposely igft by
his opponents. In the midst of his unaided search, Humbert cannot \
disent;nglé any of the indices or clues. Only at the close of the
iﬁvestiggtjag will Humbert find himself in a positiof To look back or

look from above and see how these clues merge to form a decipherable

pattern. Thus, the French detective tale is a mise en abyme of Lolita.

I now warn the reader not to mock me and my mental

daze. It is easy for him and me to decipher now .

a'past destiny; but a destiny in the making is,

believewme, not one of those honest mystery stories

where all yqu have to do is keep an eye on the

v clues. In my youth I once read a French detective -
tale uhere the clues were actually.iﬂ italics; but :

tg rezagﬁlze :ertaln Qbs:ure 1nd1cat19ns



T e A% - s oin

This movement or pattern éf discovery which can be grasped only retro-

spectively_r;fletts the central structure of the detective story where

the detective p%ageeds soméwhat bliﬂély in his investigation and: only

at the end, dis¢a;ers the solution. And, 1like the French detective

story which proffered clues in italics, the author of Lolita surrepti-

tiously inserts clever hintg that can help but often trip the placid reader.
Sebastian Knight, like Borges' Herbert Quain, wrote many novels

which experimented with properties of the detective story. The biographer

» v
V in The Real Life of Sebastian Knight devotes his tenth chapter to a

critical analysis of Sebastian's- two very popular upheavalings of the detect-

ive genre. His first novel, The Prismatic Bezel, parodied the customary

devices of the detective tale, one of which is the recurrent typical setting:
"g rollicking parody of ﬁ%e setting of a detective tale; ... the fashionable
trick of grouping a medley of people in a limited space (a hotel, an island,
a street)." 63 From the conventions parodied, we can infer that Sebastian

intended td ridicule stories like Agatha Christie's Murder on the Orient

Express. The sequel, Success, did not parody detective story technique?
but rather the important plot structure. In this novel, an author's game
with causalities is made to convey the impression that Fate determined
the lines of action: "the whole book indeed being but a glorious gamble

on causalities or, if you prefer, the probing of the aetiological secret

of aleatory occurences." 64 (This undermining of the detective plgt is very
pertinent when we consider Habagcv's own plots in novels such as Lolita and
Pale Fire). The biographer is careful to point out that Sebastian's under-
cutting of the detective story was "not a parody of the Sherlock Holmes
vogue but a parody of the modern reaction from it." 65 Sebastian believed

that since the conventions of the detective tale were too overly and thought-
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lessly used ''the adopted method of a detective story, became a bloated

" and malodorous GQTPSE."'ﬁé By means of parody, the author wished to infuse

new freshness and vitality to these overworked and hackneyed conventions:

he used parody as a kind of springboard for leaping

into the highest region of serious emotion.
Based cunningly on a parody of certain tricks of

With something akin to fanatical hate Sebastian Knight
was ever hunting out the things which had once been
fresh and bright but which were now worn to a thread, .
dead things among living ones; dead things shamming
life, painted and repainted, continuing to be

: . .67
accepted by lazy minds serenely unaware of the fraud. 6

statement on the topic found in Nabokov's novels and other writings. The
aesthetic view of rejuvenating and transforming an exhausted form concurs
with Nabokov's own ideals. Most critics of Nabokov have, whenever discus-
sing the element of parody in h;s novels, quoted the above crucial definit-

L

Sebastian's novels as parodies of the detective story. There must be a-
special significance to the fact that Nabokov placed this incisive definition
of his .own aesthetics in a description of a parody of a detective story.

The detective story is the one redundant literary form most
persistently parodied in Nabokov's novels. Even thaugh the detective staiy
is singled out in the definition of parody, one should not discount all
the iﬁnumefable other f@fmulaic géﬁ%és or traditions that are the target
of Nabokov's ire. Nabokov seems compelled to attack whatever has become
a stock idea or device complacently accepted. He parodies not only popular
genres like thrillers, westerns, pornography, but also forms as confessional
navels,r melodramas, biographies, scholarly exegeses, traditions like

the Doppelganger, ideas like psychoanalysis ..., It can be adduced that
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since parody is so omnipresent in Nabokov, it has become almost a convent-

ion in its own right in his novels. 68 The mocking spirit of Nabokov does
not regard with disdain the notion of parodying himself. In Pnin, for
instance, the author cunningly and cuttingly pictures his own world of

academe before the fame and fortune of Lolita. and even scoff

I

at our
still wrote dissertations on Dostoevski.... Word plastics like 'conflict'

and 'pattern' were still in vogue ." 69 A reader of Nabokov soon learns

to view literature without solemnity. Mockery and 'mimicry' are at the

center of Nabokov's concept of parody. For Nabokov, parody is not a

sledge-hammer blow but rather an elegant>gracefu1 nudge in the éirecticn

of the imitated convention or tradition; The author's concept of parody,

"that last resort of wit,' can best be understood when contrasted with

satire, or in his own ;ords: ""Satire is a lesson, parody is a game"

"an esseptially light-hearted, delicate, mockingbird game."
)

Literature as Artifice: The 'pattern in the game'

'

Nabokov's expression '"pattern in the game' (Pale Fire) underlines
precigely the importance of 'plot' or 'structure' in a literary work.
A‘particular plot pattern is the chief characteristic of xhe detective

itory; it is the property ‘that determines a story's affiliation to the
detective genre. All'iction and events in a detective story are arranged
to conform not to exterior reality but to comply with the exigencies of
the pre-ordained order of a fabricated plot.: This invented and very
distinct plot structure, as our next chapter will elucidate, - necessarily

exhibits a crime or other type of mystery and its expected clarification.

The detective story can accommodate limitless supple variations, but these




must not in any way alter the rudiments of the plot structure otherwise

the detective element would be eradicated. However radically the standard

rules are transformed, there must be a mystery situated at one point which

organizes the new work — that is, as Borges succinctly indicated,

"los crfménés y el misterio Egnia que figurar, siquiera de manera in-
directaj en una parodia de la novela policial.” e Borges, Nabokov and
Robbe-Grillet find unanimity in looking taugids the detective story plot
pattern and essaying new experimentations with this form.

with@;t its exceedingly rigorous and defined plot, ‘the detective
genre wagld not be as attractive a form to our authors who esteem the
artificial nature of a work of art. It is the intricate plot endemic

to the detective story that is responsible for the artificiality of the

detective genre. Because of its fixed, formulalc design, the detective

story cannot pretend to be anything but an affificial construct: the author

invents a puzzle and works to keep this enigma jymbiguous and open
until he ultimately deciphers his own problem; hence, the work is
answerable to its own inner laws and not to outside reality. In truth, the

detective story is famous for flaunting its contrived, artificial

nature, the flaunting of its own fictionality. Thus, the detective story,

suited to modern or comtemporary fiction and its interest in meta-literature
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or self-reflective art. This type of literature remains within the 'reality'

of its own contrived world and explores the many possibilities contained in

the realm of 'art'. The fact that the detective story does not shun its

ture upheld by Borges, Nabokov, and Robbe-Grillet. Our authors subscribe

to the idea that a literary work is only a contrived piece .and has no
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ulterior motive: it is not constructed for the edification of the public

or as a vehicle for social and political comment. For them, as for the
detecti;e writers, literature is an invention, an artifice, ér to use
.Nabgkgv's word, a 'game.' Our authors reject the notion of a utilitarian
purpose in literature. Each is very outspoken in his explanation that a
literary work is an artifact and only an artifact:

No me atrevo a afirmar que cuentos son sencillos;
no hay en la tierra una sola pdgina, una sola
palabra, que lo sea, ya que todas postulan el
universo, cuyo mids notorio atributo es la complejidad.
" S6lo quiero aclarar que no soy, ni he sido jamas,
lo que antes se llamaba un fabulista .o un predicador
de paribolas y ahora un escritor comprometido.
No aspiro a ser Esopo. Mis cuentos, como los de las

- Mil y Una Noches, quieren distraer y cOnmover y no

persuadir. (Borges)

The mysteries of mimicry had a special attraction for
me. ... When a butterfly has to look like a leaf,

I discovered in nature the nonutilitarian delights that
I sought in art. Both were a form of magic, both were
game of intricate enchantment and deception.

w

I have no social purpose, no moral message. I've no
general ideas to exploit but I like composing riddles
and 1 like finding elegant solutions to those riddles
that 1 have composed myself. - (Nabokov)

Au lieu d'&tre de nature politique, 1l'engagement c'est,
pour 1'écrivain, la pleine conscience des problémes
actuels de son propre langage, la conviction de leur
extréme importance, la volonté de les résoudre de
1'intérieur. N

1'oeuvre n'est pas un témoignage sur une réalité
extérieure, mais elle est a4 elle-h&me sa propre réalité.

(R@bbe-?rillet) 72

From their essays or fictional writings, we can see how each
of out authors has drawn attention to the plot, pattern or structure
governing his short stories or novels. This structure or pattern of

artifice retains and explodes the basic properties of the detective plot.



All of our authors have clearly evaluated their reasons for having
recourse to the detective story, especially to its definitive and

predictive plot pattern. Let us take cognizance of their avowed purpose

in employing the plot of a popular genre to shape and highlight their

o

own stories or novels. Borges and Robbe-Grillet regard the plot or

narratives; Nabokov points to the conventions that have become too

mechanized or tarnished and have lost their significance.

Borges describes himself as an '"hacedo r" or: m&kgr of artific

Borges has been especially articulate "in his comments which pertain

to the singular impartance of plgt to give form to a work. The detective .

story plot permits him to- plant a rigid structure at the heart or
center of his short stories. .
It is the ability of plots to impose a structure or form upon

a work of literature that interests Borges. This emphasis on the

"significant role of plots in the narrative is evinced in Borges' prologue

to Eiay Casares' novel La 1nven:1ﬂn de Morel. Psychological fiction

and its amorphous mass which attempts to reflect reality is contrasted

with the very .definite patterns and conventions of adventure stories

which are only concerned with their own world of art and artific

La novela caracteristica, "p51calag1ca propende

a ser informe. ... la novela "p51calug1ca" quiere
ser también novela ''realista': prefiere que olvidemos
su caricter de artificio verbal y hace de toda vana
precisién (D de toda langu1da vaguedad) un nuevo

Tasgo verosimil. Hay pdginas, hay capitulos de

Marcel Proust que son inaceptables como invenciones

La novela de aventuras, ... , NO Se propone como
una trans:r;pc1an de 1a realidad: es un objeto
artificial que no sufre ninguna parte injustificada.

El temar de incurrir en la mera variedad sucesiva
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del-Asno de oro, del Quijote o de los siete viajes
de Simbad, le impone un riguroso argumento. '-

Borges advocates a return to specified plots and contrivances; he
believes that art should not try to imitate life but be exactly what

it is — a work of art with its own laws and its own causal infra-
structures. While Borges condemns the loose unstructured texts that
prevail in modern literature, he nevertheless prap§§és a few recent
novels as models that have excelled in their invgﬁticﬁ of precise

and original plots. The authors that Borges reﬁéjpends for their

plots include some of his favorite texts such as Heﬁ%yngggés' The Turn of
the Screw, Franz Kafka's Der Prozess, Jules Verne's Voyage au tentre de
la Terre. In addition, he signals @d; the detective genre itself

with its imperious requirement of a well-defined plot: 'Las ficciones

de indole policial — otro género tipico de este siglo que no puede

inventar argumentos — refieren hechos misteriosos que luego justifica

e ilustra un hecho razonableiﬁ 74

To demarcate this opposition between realistic fiction and -

* -

thfough caﬁsality differs in the construction of both types of plots.

In realistic fiction, the'evgnts are linked in a. more or less
chronological order, however in contrived fiction, the actions are
arranged iz an ;;}ricate fashion and, hence, do not reflect the

exterior world. Borges terms the artificial causality of a contrived
plot as a "magical causality," that is, the work of art is not accountable
to exterior reality but only to itselfir This work of amt has a very
organized and predetermined plan where all the the sequences of cause and

effect are ultimately branched together: 'en una novela, que debe
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ser un juego preciso de vigiigncias, ecos y:afinidadgs. Todo episodio,
en un cuidadoso relato, es de proyeccidn ulterior."” 75 In. his very crucial
essay on the concept of causality in plots, 'El arte narrativo y la magia,"
Borges clearly de51gnates what is the difference between realistic and

L -
contrived modes of fiction: '"He distinguido dos procesos causales: el

natural, que es el resultado incesante de incontrolables e infinitas opera-
ciones; el magico, donde profetizan los pormenores, lucido y limitado." 76
In order to illustrate hew he envisages an author's use of ''magic causality,"
Borges takes some of his examples from Chesterton's detective stories. He
points out that in a Chesterton story, the incidents are interlinked in-

their own inner fashion since the author invented his own fantasies and

then answered them.

With respect to his own f;;;igne;i Borges has repeatedly.
affi}med the primordial function of plot. Not only has Borges stated that
his stories depend on a strict plot structure and 'magical causality,'
but he has also reiterated the fact that all plots in his stories are very
similar. In his prefaces, he will candidly excuse himself for making. such
homogeneous structures: "El curioso lector advertira ciertas afinidades
intimas. Unos pocos argumentos me han hostig
soy decididamente mon nétono. " How caﬁ one best describe this basic plot
structure that unites Borges' séaries? Since his plot outlines are very
defined and very recurrent, one can easily notice how they involve an
investigation or a search which attempts to uncover some enigmatic object
or occurrence of whatever nature — extending from learning about a person's
identity go decoding the secret néme of God. These structures embrace
the detective story plot which polarizes itself srnunﬁfa mystery and the

investigation. His structures or ‘'argumentos' further divide themselves
{



according to two categories: there are some £¥ories that are static
presentations of an intellectual prablém. and others that are more

dramatic and posit journeys of discovery usually terminating with a crime.
In the dramatic narratives of crime, Borges condenses the pattern to its
bare but essential paiﬁtsi In his words, this paring entails 'la reduc-
cion de la vida entera de un hombre a dos o tres escenas.’ 78 There is,

in both types of stories, a heightening or intensification of the detective
tion of the drama. Thgrefare. in all these stories, the suspense is
enhanced and the investigative plot enters the realm of the metaphysical

and the fantastic, or as the metaphysicians of Tlon opined, 'la meta-

. . . S, 79
ff{sica es una rama de la literatura fantlstica."

no two terms could better describg Nabokov's concept of composition

and art than 'pattern' and 'game.' He considers the writer as a chess
c@ﬁpaser or as a theater director and the work itself as a riddle,

a chess-move, a play, in short, a game. Nabokov has been very explicit
in expounding this vision of the artist. For instance, we could apply
to the author himself the portrait of the adept manipuiatcr Rex in

Laughter in the Qgrk;' "The stage manager whom [yabakavj had in view

was an elusive, double, triple, self-reflecting magic Proteus of a

phantom, the shadow of gfnyicalared glass balls flying in a curve, the
el -

TS . 80
ghost of a juggler-on a shimmering curtain. "

Unlike James Joyce
who sought to be above and beyond his creation, Nabokov knows that the
hand of the author can never be totaliy absent from the work. Thus, rather

than pretence, why not, he asks, make the reader fully aware of the

danipulations? A game of chess or a stage performance implies the presence
p : g p mp P
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of a master or director who is guiding and moving the action and the
pawns or puppets. Since Nabokov holds this view of himself as controller
or manager, he chooses not to hide behind the scenes but to expose and
even flaunt his role as manipulator. One efficacious way of demonstrating
this role is to display the mechanics of artifice involved in the creation

of his tightly-woven plots.

Poe once counselled writers to always begin with the denguemggt
in mind and work backwards blending the cause and effect relation of the
plot to correspond to a pre-established plan and conclusion. 81 An author
like Nabokov applies this well-founded instruction to the letter. He
regulates all the events of the story in order that they coincide or even
synchronize one with the other and organizes it so that the links of his
narrative are visible. The actions of hisgtwg central opponents, in all
his novels, are aligned in counterpoint. This interest in complex causali-
ties and coincidences of the plot led Nabokov eventually to his consummate
work of ''‘contrapuntal pyratechnicsi"sz The murderer and the victim in

‘s

Pale Fire are presented separately in different spaces but simultaneously

until they meet and the plot lines set forth merge at “thie end with the

botched crime in the garden. Because Kinbote's tale and commentaries are

reported retrospectively, he can easily synchronize the action of the

approaching killer with the progress of Shade's actual composition of the

poem:

purpose in his heart and a loaded gun in his pocket,
¢ took place on the very day that an innocent poet in
an innocent land was beginning Canto Two of Pale Fire.
We shall accompany Gradus in constant thought, as
he makes his way from distant dim Zembla to green
~ Appalachia, through the entire 1§ﬁgtg,of the poem,
o following the road of its rhythm ... 53
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To speak of coincidence and synchronization in this manner

shows us the veritable construction of the plot or 1'enyers du texte.

Usually a reader looks at the story from the point of of heroes

embroiled in an action and left at the mercy of Fate, Destiny or Chance
and not as characters who,as cardboard puppets, have been positioned to
coalesce harmoniously with the other characters and the action demanded

of the plan. Whereas we may speak of the fate of Julien Sorel in Stendhal's

Le Rouge et le noir or the fate of Tess in Hardy's Tess of the d'Urber-

villes, in Nabokov's novels, fate implies coincidence and control of the

i

hero by the hand of the chess-master or stage director. Hence, with

respect to the action of a Gradus or a Shade, the reader watches with keen

ponents and to a format of investigation or a pattern of discave;y as

his major structural method. This 'pattern in the game' is beheld, in
retrospect, by the narrator-author and should also be glimpsed at by

the reader. The persona of Nabokov as chess composer and theater director
is adopted bf a first person narrator-writer like Hermann, Humbert

"or Kinbote. These narrator-authors retell their confession or the story
Vafter the action has unfolded and they are therefarg in a position

to contemplate the complete ‘'correlated pattern.' Hence, Vthe narrator
hero of a Nabokovian novel deciphers, from the mottle of hi?ar another's
life, a linking thread. Such a moment of decipherment is well exempli--
fied in Pale Fire when the authorial voice in Shade's poem arrives at

the joyous discovery of an underlying unity in the disorder of his exist-
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ence. The hero's quest for self-knowledge ends with his apprehension
of a 'pattern' that can trace a 'web of sense’:

1 mused as |1 drove homeward: take the hint,
And stop investigating my abyss?

But all at once it dawned on me that this
Was the real point, the contrapuntal theme;

Not flimsy nonsense, but a web of sense.
Yes! It sufficed that I in life could find
Some kind of link-and-bobelink, some kind
Of correlated pattern in the game,

Plexed artistry, and something of the same
Pleasure in it as they who played it found.

85

The author hopes that his reader, his "little Nabokov," shall also be
able to apprehend and enjoy, after a first or second reading, the pre-
siding pattern in his novels. 86 Thus, Nabokov often composes his stories
with the detective plot as guideline and usually from a retrospect-

ive viewpoint. (See chapter four.) ’

For Robbe-Grillet, as for Borges and Nabokov, the plot or
pattern is the indispensable factor in the creation of a work of litera-

ture. Robbe-Grillet's idea about structure as the sine qua non of a
Nouveau Roman or new film may be found in many essays and interviews.
Whenever an author imagines a precise structure, this form, according
to Robbe-Grillet, not only supports the narrative but the form itself
is the fabricated piece. There is no differentiation between the form

or the content, or as the author explicates — the structure is the

meaning:

For me, every new work, every novel and every

film is precisely the creation of a new structure.
What interests me most in & narrative, be it a novel
or a film, is the narrative structure. That is my

The content is its form. It is the form that carries
meaning. 9.



, Traditional criticism about the questi of plots in a

narrative fails to account for or to explicate Robbe-Grillet's original

-]
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structures or forms. The plot in a story denotes the fact that an

™

is progressing or at least that an action is happening. Any good defini-
of

f plot, 1like the following one by Scholes, does not apply at all

[T

to the novels of Robbe-Grillet:

All plots depend on tension and resolution.

The reader of a narrative can expect to
flnlsh his reading having achieved a state of
equilibrium — something approaching calm of mind,
all passion spent. Insofar as the reader is left
with this feeling by any ﬁarrggive, that narrative
can be said to have a plot.

The relative fmmcbility of the action in Robbe-Grillet's novels has caused

critics to argue that the author dispenses with a plot. Robbe-Grille

e

himself, however, denies this criticism and avers that plots, albeit

of a different nature and function, do exist in his writings

il ne faut pas assimiler la recherche de nouvelles
structures du récit @ une tentative de suppression
pure et simple de tout €vénement, de toute passion,
de toute aventure. ... je ferai remarquer que Les
Gommes ou Le Voyeur comportent 1'un comme 1l'autre

une trame, une "action,' des plus facilement discern-
ables ....S'ils ont au début semblé désamorcés 3
certains lecteurs, n'est-ce pas simplement parce que
le mouvement de 1'Ecriture y est plgg important que

celui des passions et des crimes?

hi

[Ty
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Robbe-Grillet (like most Nouveau Roman writers), organize
narratives aroupd a few chosen objects and actions and thep, throughout
the text, arranges, rearranges and disarranges these sequences by in-
cremental repetition with 1light variations. There is no precise ongoing
movement but only the organization and disorganization of scenes — 'la
structuration et la déstructuration de scanes.' A novel constructed on

this principle of repetition with deviations never moves forward. The
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definite structural units which are repeated incessantly present the
reader with a difficulty of comprehension. The action does not progress
but rather only rotates (confronted with a Nouveau Roman, 1 always think
of the insidious refrain of Ravel's Boléro). These incessant repeti-
tions and alternations of fragmentary structures appear in succession

in the narrative. The links that bind two structures together are very
tenuous and slight ~*betwee§ the structures, there is a space or gap

of information that is missing. Every organization of a form or structure
in Robbe-Grillet deals with the perpetual-re—examination of a gcene and,
in consequence, an essentially banal scene becomes very absorbing for
the reader. The thrust of every Robbe-Grillet novel is investigative:

th' hero attempts, through an intellectual search or adventure, to

penetrate the obsessive event or action that is imbued with mystery.

- The arrangement of fragmentiry structures, in this manner, is
due to a new type of causality. To demonstragz\how his linking of

) \
structural units diverge from the usual, chronological order, Robbe- =

Grillet calls this causality the 'new order.' Each constantly

repeated episode constitutes an effort to uncover or decode the meaning

of the objects or incidents at hand. Every returning structural

sequence adds, changes, or removes partial or ancillary information

and consequently, every trial or attempt 1is a slippage. The reader
labors wiih this ponderous text in expectation of a discovery.)
However, the revelation of a secret is forever postponed until finally
the'frustrate} reader realizes that the process of repetition or the
redundancy itself was the message. [Inste d of pursuing this interesting
explication of the 'new order' of causaldty, l¢t us conclude with Robbe-

Grillet's own insightful comments using La Jalousie to illustrate
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how his new organization of 'structures' creates the artificial work

of art.

Causality and chronology are really the same thing

in a traditional narrative. The succe#sion of facts,
the narrative concatenation, as is said today, is

based entirely on a system of causalities: what
follows phenomenon A is a phenomenon B, the consequence
of the first; thus, the chain of events in the novel.
The very order of traditional narration will be causality
| and temporality as causality. Now if one takes a
Nouveau Roman, or New Novel — let us choose a text like
La Jalousie — what happens is entirely different.
Instead of having to deal with a series of scengs which
are connected by causal links, one has the impression
that the same scene is constantly repeating itself,

but with variations; that is, scene A is not followed

by scene B but by scene A', a possible variation of
scene A. Nevertheless, these scenes follow each other
"in an order which should be that of t%mporéﬁ”ty and
causality. i
But this new order has the great adva#}qge of
attention %o its own artificiality ... instead pf .
’ hiding behind the appearance of something natural
It is the artifice itself which appears oft the

scene in the novel.
The concept of truth in fact disappears in this new
operation, for that order, as I've said, is a created

order. It is not a reproduction of an order which
already §6ists but an order created by the narrative °
itself. .

FroT the above analysis, we can gather that our three authors
resemble each other in their vision of the importance of plot structure.
Our authors espouse the view that a contrived work should rely on its
own unique causal system and not seek to reflect outside reality. Indeed,

each author, in his own personal style, confirms the idea that the

artifice should be opefily displayed. And Borges, Nabokov and Robbe-Grillet

‘consider the detective structure or pattern as the malleable form that

g£an impress a rigorous shape to their narratives.
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Interrelations Among Authors

Thus far we have shown how Borges, Nabokov and Robbe-Grillet,

through their critical commentaries or intertextual references, have
expressed their intimate knowledge about the detective genre: their

fondness for some detective writers or detective heroes, their apprecia-
tion and undercutting of certain integral properties of the genre,
and their construction of plots that reflect the detective story's precise
and determining structure. .We shall now look briefly at the rethicns
and interrelations that exist among our authors themselves and how
Borges and Nabokov are at the forefront of the renewed interest in and
experimentation with the popular genre.
=

Borges' stories seem so neoteric and so congruent with

contemporary literary currents that we often fend to forget that most of

his fictions were written early in the century. In truth, Borges'

"]

first representative stories like 'Hombre de la esquina rosada" (1933)

and "El acercamiento a Almotdsim" (1935) were constructed in the early
1930's and these stories contain in latent form the author's passion for
detective structures and elements. Although Borges wrote most of his
better known. stories in the 1940's, as for example ''La muerte:y la
brdjula" (194253 he di& not obtain a wide readership in his own country or

uch cosmopolitan figures as Valery Larbaud or Drieu

W

abroad, except for

la Rochelle, wuntil his stories were translated into French in the

early 1950's by Verdevoye and Ibarra and Caillois. 91 This jﬁiraducti@n

of Borges outside the borders of Argentina later led to such translations

r

as those in America by Irby, Yate

"

and chers.gz Both Caillois and

Yates, it is interesting to observe, became or were specialists and
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critias of the detective genre. Borges owes his international reputa-
tion to these important translations as he himself acknowledges: '"Néstor
Ibarra and Roger Caillois, who in the early 1950's daringly translated

me into French, were my first benefactors. ... until I appeared in
French I was practically invisible — not only abroad but at home in
Buenos Aires." 93 His reception in France occurred in the middle -of the
century at the time of the emergence of the Nouveau Roman school. As

an acclaimed author of 'partial magic,' Borges' aesthetic views of
literature as a self-conscious artifice coincided perfectly with the aims
set forth especially by Robbe-Grillet and Butor. Consequently, Borges
has been appraised as a precursor of the Nouveau Roman by authors like
Claude Ollier, Jean Ricardou or Hubert Aquin. In América, a country
which he loves to visit and deliver lectures at universities, Borges is
heralded by modern writers as the master of the "literature of exhaustion,"
to use John Barth's famous phrase (the other masters being Beckett and
Nabokov}. 94 The imprint of the Borgesian style is glaringly evident in
the currently fashionable novels of John Barth, John Hawkes or Thomas
Pynchon. And not only in America but also in Spanish-America, Borges

has been an inspirational and imitative force to younger authors bursting

. : - . . PR 95
with creativity as Cortdzar, Puig, Cabrera Infante and Garcia Mirquez.

Like Borges who began his literary career before the mid-century,

Nabokov  started as a Russian Emigréewriter in Berlin also in the late

1920's and early 1930's. His first stories, King, Queen, Knave (1928),
The Eye (1930) and Despair (1936), announce forthrightly his inclination

[ 4
for the detective story pattern. Most of Nabokov's Russian novels were

}%raﬁslated only decades later, for instance The Eye and King,Queen,

Knave were first translated in collsbordtion with his son Dmitri in

iy
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1965 and 1968 respectively, and other stories are s 11) in the process
of being translated. In fact, it is with Nabokov's first English novel

The Real Life of Sebastian Knight (1941) and, of course, especially

Lolita (1955) that the author became internationally recognized in the world
of letters. However, Nabokov had the good fortune of becoming known

by a 'happy few' in the 1930's because of a French or even of his own
English translation of Despair. 96 This novel was not understood by

most critics or readers when it appeared since it was very different

from the prevailing literary movements. For example, .iﬂ 1939, Sartre

wrote a scathing review of Despair in which he condemned the meta-fictional

dimension and ridiculed the intentions and the parodic spirit
[

of the author: "il se place délibérément sur le plan de la réflexion;

. P . , . P 97 .. .

il n'écrit jamais sans se voir é&crire..." This early boutade is

quite ironic since Sartre was later to write a resounding preface to

Nathalie Sarraute's Portrait d'un inconnu by calling attention specific-

ally to the parody of the detective story elements:

Un des traits les plus singuliers de notre &poque
littéraire c'est 1'apparition, ¢i et 14, d'oeuvres
vivaces et toutes négatives qu'on pourfrait nommer des
anti-romans. Je rangerai dans cette catégorie les
oeuvres de Nabokev .... le roman est en train de
réfléchir sur lui-méme. Tel est le livre de Nathalie
Sarraute: un anti-roman qui se lit comme un roman
policier. C'est d'ailleurs une parodie de romans
"de quéte' et elle y a introduit une sorte de détective
amateur et passionn& qui se fascine sur un couple banal

I1 abandonnera son enquéte pour cause de méta-
morphose: comme si le policier d'Agatha Christie,
sur le point de décauggir le coupable, se muait tout
d coup en criminel. 7

It is incontestable that, notwithstanding Sartre's damaging comments,
the Nouveau Roman writers, including Sarraute, felt '"the influence of

the French edition of Despair." 99 Robbe-Grillet himself reveals, in a

5 4
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1973 interview, that he is reading the new 1965 version of Despair.
~In addition, it would even be permissible to surmise that Borges could
have read a copy of either the English or French translation of this

unique and unprecedented novel in the 1940's. 100 ,

Although Nabokov has been considered, along with Borges,

as an exceptional influence on modern literary movements like the Nouveau

Roman, he has no great respect for non-independent minds. This
is why he dismisses the followers of the Nouveau Roman school — but he
has great admiration for its initiator Robbe-Grillet. For a comparative

study, it may be wise to mention that Nabokov and Robbe-Grillet have met,

spoken about one particular memogable dinner meeting thfe Catherine
Robbe-Grillet dressed as Lolita. Nabokov has also avowed a passing
knowledge of Borges' short stories, however he insists that he began-to
read him only late in life, 101 When confronted with the direct question
(a question which could have been precisely our own): 'You have said

that Alain Robbe-Grillet and Jorge Luis Borges are among your favorite
contemporary writers. Do y@ﬁ find them to be at all similar?...," Nabokov
answered by adverting to the image of the labyrinth in the works of

Borges and Robbe-Grillet:

His [ﬁabEEEGrilleé] fiction is magnificently poetical
and original, and the shifts of levels, the inter-
penetration of successive impressions and so forth
belong of course to psychology — psychology at its
best. Borges is also a man of infinite talent, but
his miniature labyrinths -and the roomy ones of
Robbe-Grillet are quite differently built, and the
lighting is not the same.

1 do have a few favorites Eauthoré] = for example,
Robbe-Grillet and Borges. How freely and gratefully one
breathes in their marvelous labyrinths! I love their
lucidity of thauigﬁ; the purity and poetry, the mirage
in the mirror.




Robbe-Grillet is situated at a privileged cross-road — Faulkner,
Borges and especially Nabokov are elders from whom he inherited
innovative 'styles and techniques. Robbe-Grillet clearly paiﬁ homage
to Nabokov in a recent interview with David Hayman about American
literature. He praised Nabokov's novels and confirmed that Nabokov

and he are pursuing the same aesthetic goals:

What's odd is that in literature I feel closer

to the novelists of the last generation, to . .
Faulkner .... There are two American writers

who fascinate me because I find them close to

what I'm doing: Burroughs andiabgve all Nabokov.

Q. Yes, but he isn't American.

A. He writes in American! He is as American as

_ Beckett is French! Look here, I'm rereading his
Despair, which appeared in French in '33 Csic] but has
just now been reprinted. A book like Pale Fire

Q. Is it a matter of style, of voice?
A, Of é&criture, a concept of literary creation

completely different from the pseudo-realism of
Saul Bellow and Mailer. 103

The preceding overview has delineated a few factual rapports
amongst our authors. Our readers may have already gathered that Borges,
Nabokov and Robbe-Grillet ‘pcssesé an uncommon love of popular forms;

-one of these forms being films. Indeed, they share a great interest in
motion pictures. We know, of course, of Robbe-Grillet's close attachment
to films, but what we may ignore is that Borges and Nabokov are also
connected with the cinema. With the advent of cinema early in the
twentieth century, the literary arts embarked on a new area of inter-
change. The tradition of this intimate bond has often been traced, yet,

for example, a critic like Bluestone in Novels into Film,

fails to demonstrate how the popular detective genre is probably the

. N ‘ . , 104 . -
primary artistic form transferable to the screen. ! Most successful
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detective stories or spy stories gregextraardiﬁi:ily well-adaptable

to the film medium because of their precise and rigid plots. In truth,
the majority of popular and bestselling films in the history of t

cinema have been detective tales and thrillers: we may think for instance

of® The Maltese Falogn, The Big Sleep, The Spy Who Came In From the

Cold .... We may note that many illustrious actors became identified with
their roles as detectives — Humphrey Bogart or Robert Mitchum, to name

the most handsome and memorable. Movies, especially detective and

thriller films, like the detective story proper, became a form of

popular culture which, as Claude Edmonde-Magny foresaw in the 1940's,

would affect mainstream 1i;e}sturei 105 Indubitably, there is a very

close alliance between the detective tale as a work of literature and

its cinematographic adaptation. An excellent illustration would obviously

be the inimitable film adaptations of Alfreggﬂitchcagk; Hitchcock, often
inspired by techniques or ideas of literary writers (among whom figure E
prominently Nabokov and Robbe-Grillet), deftly adapted outstanding itcries 3

of mystery as John Buchan's The Thirty-Nine Steps (1935), or others like

Suspicion (1941) based on an Anthony Berkeley novel, Strangers on a Train

1951) on Patricia Highsmith, Vertigo (1958) on Boileau-Narcejac's

—
ot

Sueurs f§§i§§§f It would be very enlightening to examine how the motion

picture adaptations reflect but also diverge from the original literary
works.

Each of our authors has had personal experiences in writing
screenplays and adaptations of their stories or novels for the motion
pictures. Hence, we could think of our authors as direct contributors
to the detective film: Borges and his film versions of ‘'Hombre de la

esquina rosada' and "Emma Zunz," Nabokov and his script of Lolita,




Robbe-Grillet and his ciné-romans or films hs L'Immortelle (1963) and

Trans-Europ-Express (1966). Some directors have choseén to make movies

based on their stories, for instance, R.W. Fassbinder's production of
Despair in 1978, the Italian director Bernardo Bertolucci's Strategia
del Ragno (1969-1970) derived from "Tema del traidor y del héroe,"

or the Argentine director Hugo Santiago's film  Les Autres (1973-1974)
which relies on a good plot conceived by Borges and written in collabora-
tion with Casares. This latter film is %FSEribed by its director as -
one which "inscribe dentro de su texto el proceso de su produccidn'

and also displays the qualities of a typically borgesian plot: ""Trama
perfectamente clisica, ... con una originalidad: que la 'explicacidn
final' del misterioso entramado, y que lo aclara por completo, es

106

también ella fantastica.
.

Borges not only specialized in writing book reviews of detective

stories but he was also a critic of films. Most of his screen reviews,

originally published in Sur, have been collected by Cozarinsky in

Borges y el cine — it would be gndispensable for the researcher to col-

lect a parallel volume of 'Borges y la novela policial." 107 As we

peruse the cinema reviews, we discover, as expected, that Earge; channel-

ed most of his criticism around the films of von Sternberg, Chaplin or

Hitchcock. Sternberg, like Chesterton, assisted Borges in the develop-

ment of his poetics of the detective story or thriller and the fantastic.

Such films as Underworld (1927), The Docks of New York (1928) or The

Drag ﬁgi (1928) were impressive for their exposition of. an hallucinatory

reality and their high” poetic technique of visual concision. 108

Sternberg's gangster movies with their disquieting irreality or "mdviles

pesadillas" fascinated the Argentine author. 109

66
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The Stanley Kubrick film version of Lolita (1962), based on

the author's film script, received wmutatis mutandis the approbation

of Nabokov. When consulted about the film version, Nabokov imperative-
ly demanded that the murder of Quilty in his dilapidated house be
presented as the introductory scene of the film. This insistence on
having the final scene as prelude indicates very clearly the primacy

of the plot pattern of the antagonism between Humbert and Quilty over the
series of sensational love scenes. Thus, the film begins with the
grotesque confrontat¥on between Humbert (James Mason) and his comic

Doppelganger Quilty (Peter Sellers). 1105ince the novel Lolita is told

in retrospect, this 'final' scene sets the tone for the film and helps
the viéler follow the plot line of the hunt or chase and places the love
intrigue in a subordinate position. Not only has Lolita been adapted
to the film medium by directgr§ like Kubrick, theatrical versions have
also been produced. Since the world of the stage and the theatre

is not surprising that many allusions are made to the cinema, as for

ol
Lo
i

instance, the inner duplication of the film King, Queen, Knave or the

film Argus in King, Queen, Knave or Laughter in the Dark (originally

entitled Kamera Obscura) or the fact that many characters are either

directly or indirectly associated with the cinema or the theatre as
actors, directors, film critics .... An excellent image of the film
director concludes of course the novel Despair where Hermann directs

his own ''getaway' after his distraught writing of 'Despair':

"Frenchmen! This is a rehearsal. Hold those
policemen. A famous film actor will presently
come running out of this house. He is an arch-
criminal but he must escape. You are asked to
prevent them from grabbing him. This is part of
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the plot. ... Hold those policemwen, .... Les
preneurs de vues, wmy technicians and armed advisers
are already among you. Attention! ]I want a clean
getaway. That's all. Thank you. I'm coming out
now." 11 ' '

The relationship of Robbe-Grillet to the cinema is more

than obvious. Beginning with Alain Resnais in the enigmatic and

reached degrees of exceeding complexity and parody in his films as -

L'Homme qui ment (1968) and L'Eden et aprés (1971). The aura of unreality =

in Robbe-Grillet's Marienbad was compared by reviewers to Casares'
La invencidn de gg;glfllgﬂst of Robbe-Grillet's films, but edpecially

L'Immortelle and Trans-Europ-Express havé as underlying structure

-~

the quéte or enquéte of the detective plot. The film critic André

Gardies explains, for example, how the action of Trans-Europ-Express

intégrée dans un vaste ensemble, elle D'histgife] ne fonctionne plus,
tout en servant de fil conducteur sppafeﬁtgliz‘ In this film, there is
an interesting intertextual or intercinematic reference when

the hero Elias (Jean-Llouis Trintignant) stands in front of a large
disturbing and vertiginous films correspond to techniques employed in
his navels,114 One outstanding technique found in both forms of .
artistic constructions is that of omission or the withholding of infor-
mation through holes or g‘ between scenes. For instance, Elias in
the involuted detective film is apprehended by the police, later beaten

up by gangs, yet arrives by train at his destination alive and happy.

(o

Since no links are provided between the separate scenes, the viewer is .

required to imagine or infer the necessary enchalfnement. This film
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applicable to the novel: '"c'est un &1&ment d'&criture; c'est en somme .
un des Eléments formels les plus importants du récit. Car c'est cet

ensemble de ruptures entre les plans qui constituera 1'architecture du
discours." 113 Robbe-Grillet the film director like Robbe-Grillet the

author transmits an expressly unfinished work, a work of découpage.
€
Aside from Robbe-Grillet's films which feature aborted
detective stories, many other modern screen-writers and directors are

experimenting with the detective genre. Consider films like -Frangois -

Truffaut's Shoot the Piano Player (1960), Claude Chabrol's Le Scandal -

(1967) or Violette Nozidre (1978), Hitchcock*s Frenzy M972) and Brian

de Palma's Sisters (1973) and their treatment of crime where the mystery
remains inscrutable,. These movies mirror the literary transformations
of our suthafs.iiihere are even many perceptible points of exchange
between cinematic and novelistic 'anti-detective stories' or 'meta-
physical detective stories.' l%fThis Zeitgeist brings into evidence
parodies of the detectivé genre in both the film and the narrative and-

would merit further comparative critical attention.

If the deteétive story has permeated through so much of modern
literature and cinema, we may conclude that it is largely thanks to
precursors as Borges, Nabokov and even Robbe-Grillet. The modern
authors who turn to the use of the detective story, be they Handke in
Germany, Sanguineti in Italy, Fowles in England, Pynchon in America,
Cortazar in Latin America "or Hubert Aquin in Canada, do so primarily

. S
because the popular genre pgmits variations and transformations of its

rigorous plot and conventions. All these authors, at one time,

experienced the dilemma of exploding yet retaining affiliations with
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the well-defined genre. Hubert Aquin, in the first pages of

s

Prochain &pisode, is spokesman for every author when he discloses

his ambivalent position vis-d-vis the detective story — where he has
one foot poised in the precarious heights of experimentation and the

other rooted in the terra firma of tradition:

Au fond, un seul probléme me préoccupe vraiment,
c'est le suivant: de quelle fagon dois-je m'y
prendre pour &crire un roman d'espionnage?

Cela se complique du fait que je r8ve de faire
original dans un genre qui comporte un grand nombre
de régles et @g lois non-&crites.

J' éprnuve une grande sécurité, aussi bien 1'avouer,
4 me pelotonner mollement dans }g-creuser d'un genre

littéraire aussi bien défini.




CHAPTER TWO

" _.. wunravelling a web which you (the author)
 have woven for the express purpose of

unravelling ... "

E. A. Poe
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THE DETECTIVE STORY PROTOTEXT:
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The Prototext: A Definition

"he aqui su plan ... Hay un indescifrable asesinato en las
paginas iniciales, una lenta discusidn en las intermedias, una solucidn
en las Gltimas" — these words are used by the book reviewer to define
the plot of the first novel of Herbert Quain. ! This incisive reviewer

distinguishes three categories within the detective tale: the crime,

the discussion and the solution. A similar outline is perceived by
Luzhin, the master chess player in The Defense. He has loved the
tales of Arthur Conan Doyle since his gayhaad and wonders, twenty

years later, why they have always impressed him so forcefully:

"Only much later did he clarify in his own @ind what it was that had
thrilled him so about these two books, it was that exact and :elentlessly
unfolding pattern.' Above everything else, he cherishes the image of
Sherlock as enigma solver and appreciates how the hero moves dextrously
from deductions to a solution: " ... and Sherlock endowing logic with
the glamour of a daydream, ... progressing through a crystal labyrinth
of possible deductions to the one radiant conclusion.” 2 The author of
Les Gommes, likewise, in a preface to his nével, uﬂderlin;s the three

indispensable units of the plot structure:

£

I1 s'agit d'un événement précis, concret, essentiel:

la mort d'un homme. C'est un &vénement 2 caractdre

policier, c'est-d-dire qu'il y a un assassin, un

détective, une victime. En un sens, leurs r8les sont

m&me respectés: 1'assassin tire sur la victime, Zle

détective résout la question, la victime meurt. 3



All of the above reflections on the detective story revolve around

the 'plan,' the 'pattern,' the 'événement 3 caractdre policier,’
that is, the tripartite division found in the narrative. They specify
the three salient ?Qmpaneﬂts of all detective stories and indicate

that there is a progression within the text from a given crime or
mystery to an inquiry imto the problem which leads to an ultimate

elucidation and-re-establishment of order.

- The narrative of the detective story serves to clarify the
opaqueness of a seemingly irresolvable problem in order to arrive at a
verifiable truth or explanation. Thus, the essential properties

of the detective story are disposed in a text aécarﬂing to the

central pattern of the mystery, investigation and resolution.
All general definitions of the genre include this ideal schema of

a logical progression.
.. il y a roman policier quand 1'objet de la fiction
est de passer du mystérieux & l'intelligible, quand

le point de départ est une énigme singuliére et le -
s développement la recherche d'une solution qui doit

&tre conforme aux connaissances de 1'&poque et ne
s*\ jamais faire appel au surnaturel.

These three basic forms of mystery, investigation and resolution
are known as the conventions of the genre. Without a distinct
mystery or crime pﬁétulated at one point in the story and resolved
. at another, the detective story would lack its inherent design.
It would not qualify as a story pertaining to a defined genre,
possibly one of the most rigidly defined genres in all of literature.
Because of its determining caﬁvgntiansi the detective story

demands a tightly-woven plot based on its aesthetics of problem and

73




-

solution. Like the book reyiewer or like Luzhin, the reader discerns

a mysterious event to the formulation
of a plausible solution that the plot|of the story can ?e reduced to its

skeletal ‘segments. The reader's dgciﬁgérmené of a lagggal diagram
encﬁﬁpassing‘all the plot entanglements is one of the greatest delights
of the genre. Establishing an outline of thg:égiective plot helps the g
reader gain a fuller understanding of the meghaﬁiﬁs of the detective
genre. We can conceive of the diagram as the argument or the patter%

of the story. _In a very revealing anecdc’- Ma:r rie Nicolson contrasts

" two types of readers: the non-initiate wno °ramp.es through the ghastly

bloodshed and the iﬁiféate who~ boldly looks for the pattern or
T R
the diagram behind all the suspense:
rFy %
™~

As every connoisseur knows, the charm of the pure
detective story lies in !fé utter unreality. This

is a point;the untrained reader does not comprehend. 7
He wonders'at our callousness, at our evident lack -
of sensitiveness; he cannot understand how we can

wade eagerly through streams of blood, how we can
pursue our man even to the gallows with the detachment
of Dr. Thorndyke himself. He is tortured by visions of
bloodstained rugs; he shudders at the smoking revolver,
the knife still sticking in the wound. "I dreamed all
night of people lying in pools of blood," declared

my unsympsthetic friend at breakfast ... And she will

assured her thgt after five murders I can put out the
light and sleep 1ike a child until morning, the reason
being that where she has seen, with horrible distinctness,
an old man 1§ing in a pool of his own blood, I had seen —
a diagram.

A genre comes into being when many texts exhibit a similar
pattern or structure and display common properties. lThe conventions
particular to a genre create certain expectations for the reader, or
as Ngrthrgp!Frfe often repeated, 'a genre is predictable.’ ? With

respect to the detective story, the reader can expect the exposition
’ $
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of a crime and predict the type of dénouement intrinsic to the genre.

Whether a text complies with or deviates to some extent_.from the

onventions, there is an ideal construct of this genre which the K

[a’]

reader has in mind. This model comprises within itself all the essential
f H

elements of the genre. We define this model as the original structure

or prototext. If we would ahstract from a story, as Marjorie Nicolson

did, the skeletal outline, we would arrive at what we consider to be

the prototext. This prototext is the constant that can be found in

all detective stories. In point of fact, all important elements

All the texts belonging to a genre conform more or less to
‘an abstract model of what a deftective story should be. When a reader

knpws the detective genre well, he can compare the story he is reading

l)ice the extent of similarity and difference between the story and
{ideal model; between the text and the prototext. Deviations are
very perceptible when an author has seen how some conventions have
become too redundant. He will use parody to a lesser or greater degree

notion of an ideal model

(¥

to expose the too familiar conventions. Thi
with which %o contrast other texts that use elements of the genre would

be, 1in our opinion, a very expedient procedure in comparative literature:

-

the prototext is the gauge by which other texts in the genre can be

assessed.
Our objective, in this chapter, 1is to present a theoretical

Our inquiry will focus on such major topics as the plot structure,

the story of the crime and the stéry of the investigation, the preferred
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narrative techniques — especially the Watson-observer type, and the
modes of retardation or the hermeneutic code. A more extensive

' knowledge of the prototext will greatly enhance our appreciation of

the variations that are made on the constant or the standard. We will
complete this chapter with an analysis of the concept of parody.
Mention will also be made of how‘some characteristics of the detective
genre, as examined in the prototext, are related to other adjacent
traditions as the fantastic and how hybrid forms as thrillers and spy

fictions developed from the pure tale of ratiocination.

Detective Story Structure

The three structural components of the prototext which we
have just defined are found in the classic detective story and ifs hybrid
forms. Its essbntial parts are usually distributed in the logical and
traditional order: beginning with the presentation of a mystery,

proceeding with the time of inquiry and search, concluding with a

plausible and satisfying solution. This plot progresses in a very
orderly and coﬁé;ive fashion. Every detail, every incident, every
sequence of the plot is contrived to bring about the desired effect.
Most events pertain directly to the formulation and explanation of
the problem at hand. The information given serves to retard and later
explain this problem, and as such, love intrigues or long philosophical
debates are infrequent since this superfluvus material would
distract the reader from theﬁgingle and complete 'wholeness' of the work.

This unity of plot or ‘'artistic wholeness' means, as Aristotle noted,

that '... the various incidents must be so constructed that, if any part .
8 ~

is displaced or deleted, the whole plot is disturbed and dislocated."
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To achieve this rigid plot structure, the detective stgry.avaids at all
costs detailed descriptions,characters that are naf integral to the plot
and commentaries outside the sphere of the problem. Borges is one
author who defends the rigor and order of the classical pattern of the
detective story. He opposes the diffuseness and randomness of modern
novels to the classical brevity and precision of the detective tale:
wvirtudes clasicas de la organizacién y premeditacién.” 9 He advocates, :
as Aristotle did, that a plot should have a distinct overture and
closure: "In a world of shapeless psychological writing, I found in this
particular form the classic virtues of a beginning, a4 middle, and an end —

10

In a detective story, the mystery which had been posited in
the opening pages is skilfully controlled until its disclosure at the
end. The plot is written, as Poe indicated, with the last sentence
in mind. The resolution must be perceptible and yet remain elusive
all along the development of the intricate narrative. The detective
story is a strangely woven text — it tries to reveal and to obfuscate
at the same time. The solution should be glimpsed at now and then
but always deferred, that is, it should be present everywhere in the
story but never apparent. We could illustrate this idea of a hidden

solution enclosed within the text by referring to André Gide's image of

the seste which is a parchment manuscript where one can uncover
or decode a new text under the original writing. In fact, the

solution should emerge as a surprise, and then, upon consideration,
appear very logical and plausible. The reader, in the end, admires the
intel]ectual powers of the detective and yet feels that he too, had he

been a famous detective, could have deciphered the puzzle.- This is
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the disposition that Lord Peter Wimsey in Dorothy Sayers' Five Red
Herrings alludes to in his remark: 'Anybody could have come to the

same solution as I did. Why didn't anybody?" 1

We have seen how all the devices of the plot manage to look
towards the resolution. Implied in this idea of the unity in plot and
the subtle ending is :Edgar Allan Poe's influential notion that a tale
should be constructed in the light of a singular effect. Before writing
a narrative, an author asks himself — what type of effect do I wish
to convey in this work? Once the desired end iS}EhGSEﬁ, the writer
works backwards, organizing and re-arranging his material to cause
this result. Poe elaborates on this idea of the requisite effect in

his review of Hawthorne's Twice-Told Tales and in his 'Philosophy

of Composition': '"... having conceived, with deliberate care, a certain
unique or single effect to be wrought out, he then invents

such incidents — he then combines such events as may best aid him in
establishing this preconceived effect." 12 A story that is
composed according to this poetics demonstrates the masterly hand of

its creator. In such a contrived story, every element has been planned
and disposed in view of a pre-ordained pattern which will arouse the
intented emotion. In fact, the‘plat is orchestrated to arrive smoothly
at the dénouement. In Poe's own detective tales, the reader discerns
that the efféct the writer wished to produce was one of astonishment

in front of the extraordinary mental capacities of a C. Auguste Dupin.
In the detective genre, the achievement of a closely-knit
]

plot directed towards the resolution is often criticized. Some

theorists feel that the plot form is too exact and orderly — in fact
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bordering on the mechanical or the ludic. One such criticism of the

tightness of the form is vividly expressed in a conversation between

the police chief and the detective writer in Durrenmatt's Das Versprechen.

The detective writer, who has just given a lecture on ""The Art of Writing

convention of the plot structure. In his view, the plot is too carefully

Nein, ich argere mich vielmehr iiber die Handlung

in euren Romanen. Hier wird der Schwindel zu

toll und zu unverschamt. Ihr baut eure Handlungen
logisch auf; wie bei einem Schachspiel geht es :tu,
hier der Verbrecher, hier das Opfer, hier der
Mitwisser, hier.der NutznieBer; es genigt,

daB der Detgktiv die Regeln kennt und die Partie
wiederholt, gpd schon hat er den Verbrecher

gestellt, ?,r Gerechtigkeit zum Siege -
verholfen.

affirms that such a defined and organized pattern creates extreme

pleasure for the reader who is fond of logic and reason. He does not
see why a reader should not appreciate the precision of a plot that is
designed with the strictest sense of effect, equipoise and wholeness

and reminds one of classical tragedy. 14

Dans une é&poque ol tous les arts — littérature

incluse — marquent une préférence pour le désordre,
1'inachevé, 1le bAclé, par un réel paradoxe le roman
policier maintient la tradition classique faite d'ordre
et de raison. La trame du roman policier n'est pas
improvisée au petit bonheuri elle est conque avec une
stricte logique, & tel point que le dernier chapitre —
celui qui apporte le dénouement, 1ici la solution —

est amené avec la méme rigueur que le dernier acte

de la tragédie classique. Et beaucoup de lecteurs du
roman policier trouvent leur plus grand plaisir d prévoir,
dés les prémisses connues, quelle sera la solution et
suivent alors les mfandres de 1'intrigue avec un plaisir
de qualité intellectuelle. 15



In order to dispose of a plot having a distinct beginning, middle
and end — should the puzzle or enigma be concentrated within a few pages
or should it be more fully extended? Should the detective story be
taut as ""The Purloined Letter' or 'The Red-Headed League' or leS{ taut

as The Hound of the Baskervilles or E.C. Bentley's Trent's Last Case?

There are very valid arguments for both points of view. The contemporary
detective story seems to have resolved this dilemma by opting for a
middle ground; most stories are nouvelles or novelettes as the

works of Agatha Christie or Ross Macdonald.

The vindication of the short story form is very clearly enounced,
as we have seen, in Poe's poetics (He was theorist for both detective
story and short story forms). Since the effect, as Poe believed, is the
ultimate aim of the story, the text should be brief and the plot should
consist of only the bare essential action. Hence the most appropriate
length to create and maintain the total effect and arrive at a surprise
ending is the short\story. The short story's main qualit}jis that it
concentrates on the final point or as Eikhenbaum's metaphor of the
target explains: 'Tout dans‘la nouvelle comme dans 1'anecdote tend vers
la conclusion. La nouvelle doit s'&lancer avec impétuosité, tef un
projectile jeté d'un avion pour frapper de sa pointe et avec toutes ses

forces l'objeﬁtif visé." 16

Another argument in favor of the short story form is proposed
by Chesterton. He considers the detective tale better suited to the
short form because of its dismissal of characterization. The action of
the plot takes complete precedence over the elaboration of characters.

With this clear idea of the pre-eminence of plot, Chesterton, like

80
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Poe and Borges, is very Aristotelian in thought. If we were to transpose
)
the word detective fiction for tragedy in Aristotle's phrase about 1‘

characterization, we would then obtain Chesterton's veritable viewpaintj

'"Without action there could be no [§ete¢tive Stﬁfjji whereas a

@etective stori]withaut characterization is possible."” 17 In his essay

"On the Detective Novel,' Chesterton writes:

the roman policier should be on the model of the
short story rather than the novel. ... The chief
difficulty is that the detective story is, after all,

a drama of masks and not of faces. It depends on

men's false characters rather than their real charactersilg

For a defense of the alternate view — that the longer story
or novel is a better vehicle for the detectiv; plot, the major argument
put forward concerns the idea of duration. A longer story gives the
author more time to weave and unweave :E;cnsunmate plot. The theorists
for the detective novel suggest that a writer has a bétter chance to
'play fair' with the reader if his plot is not only schematized but fully
developed. They believe that sufficient time should be allowed to make
all points of the mystery more faiiliar to the reader. A prolonged
plot should contribute to a sense of heightened suspense. Grossvogel,
as exponent of this view, explains that the question of the length of
the detective story is really about 'a matter of time': ''the short
story ... is too close to its own articulation — a puzzle without enough

4
of the fleshing out that is necessary to effect the illusion of a

mystery.' 19
The detective story, whether short novelette or longer novel,

must enfold in, as previously discussed, the ﬁree distinguishable segments

necessary for the detective pattern. The genre must contain, in short, a mystery

QN ,



and a solution to the mystery. This is the principle behind the
structure of these stories. The mystery, whether a crime, a puzizle
is placed in the text for the sole purpose of being resolved. Hence,
‘the end completes the beginning. The intervening time between the
mystery and the solution is devoted to detection in order to shed
light and finally comprehend the mystery. of éaurse,:;ﬂ a longer
story, the focus is on this process of uncovering the facts behind
the problem. In a detective story text, the author's task is

paradoxical: he must plan a problem and he must then successfully

olve it. The author must pay attention to what type and how much

"

information is given in order to tease and taunt the reader and

Thus far, we have considered the detective story structure
in its traditional pattern where a mystery occurs in the initial pages
followed by the imvestigation or discussion and culminating with the
solution. This is the normal sequential order of the 'classic'
detective story. In practice, however, there can be displacements

-

in this order. For example, a few writers, especially modern writers, \¥
as in the case of Boileau-Narcejac, place the crime not at the outset

but consign it to the end and so reverse the usual structural sequence.

These rearrangements entail, for the writer, arnew vision of his
story. Consequently, a different order calls for the displacement
of other elements of the detective story, particularly the point of view
and the change in emphasis from the investigation after the crime to the

machinations that precede the crime or the construing of the problenm.



form with characteristic and predictable elements. Our prototext or

model delineates the fundamental properties of the detective form or

genre. On the other hand, the terms detective story, detective short story,
detective novel are synonymous with terms like detective narrative or

detective fiction — all these expressions identify the literary text.

Criminal and Detective: A Conflict of Opponents

Having established the fundamental structure of detective

stories, we shall now turn to the characters in this drama who embody

solver. The role of the criminal and the detective as master-mind

of the scenario and decoder of a puzzle leads us, in the second section,

to make a very interesting analogy. We shall see how .the function é

of the creator of the enigma and the interpreter of signs and clues -

parallels the world of the writer and his relationship with the reader.

If we pass in review all the dramatis personae in a detective

story, we can easily identify them according to their respective roles:

(the wvictim. We could also find within the ranks of this dramatis

personae a few other characters, naiély. the admiring but slightly obtuse
caipa%ian and sometime narrator and the average dull-witted director of

‘the police force. These last two characters serve as foils to the detective;
they exist to enhance his superior ability. Evidently, there are no
characters which are extraneous to the demands of the plot. The emphasis

on plot is so primordial in a detective story that characters have
only a very subservient or functional role. They do not exist as full-
fledged entities. At one end, the criminal is responsible for the

Yy
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precipitation of the action. In the case of a murder, it is the criminal
who imagines an‘intricnte plan and carries out the momentous deed.
He is the one who weaves the web which the other man (or woman) will
unravel. At the other end, there is the detective who would be
unemployed were it not for the presence of the criminal.‘ In essence,
he must retrace the steps and unearth the strategy of the criminal.
sHis existence is very dependent on and even subservient to the careful
and original plotting of tﬁe "trickster.'zo However, the limelight
is focused on the detective since he is engaged in the prolonged adventure
and holds a more public role in the story. These two characters —
criminal and detective — merge with the plot and act out their
appointed roles.

Characters in detective fiction are, in the terminology of
E. M. Forster, extremely ''flat characters" imagined with "a single idea !;f-
or quality'": to murder or to detect.21 The intellectual bent of detectives
such as Holmes or Father Brown, to illustrate, can be characterized
in a nutshell: the reasoner, the intuitive. Once type-cast as man of
reason or iptuition, their ""personality'" remains constant from story
‘to story, from case to case. These characters do nat have a life afr
their own: we do>not know their past, their outside interests,
their thoughts about life, death, sex, war,‘culture... . Sherlock Holmes,
for example, lives only for the time of the investigation. When he does

not have a case to solve, we find him in his apartment at 221B Baker

Street playing the violin or taking'opium, and being genuinely bored. .
. - X
A

Chnrnctgzs of detective fiction usually do not possess any
-~
identity_aside from their role oq.{unction within the text. The murderer
and the detective are the contraliepponents who conform in every respect
v ,
o N\
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to their assigned roles. Since they are introduced in the tale only
to permit the unfolding of the mystery, they are seen, not as unique
individuals but as puppets, automatons or pawns on a chessboard.

" When Chesterton, as we recall, referred to the detective story, he
spoke of it as '"a drama of masks and not of faces." 22 Similarly,

Roger Caillois underlines this inherent iﬁhuménity displayed by the,
heroes: ''Le roman policier tend 3 &liminer toute vie, toute humanité —

. \ ) Coes . e 2
d mettre en scéne des automates, des chiffres ou des piéces d'Echecs.”

illustrate this idea of the characters as puppets or pawns, we need only
call to mind the manikin figures in De Chirico's paintings or the knife-
supported waning figures in Dali's art. It is not fgrﬁuitcus that the
opponents are described, as Caillois notes, as ''des piéces d'&checs."
The metaphor of the game of chess is often used by writers of detective
stories to define the plot and players of their tale. The idea of the -
chess game indicates very well the underlying ludic aspect of the genre.

Because the characters are players in a game, it is understand-

able, therefere, that a psychological analysis of the heroes -

is inappropriate and contradicts the very fabric of a deteCtive story.
Indeed, how cam one analyze a puppet? To attempt a psychological
probing of the characters is a self-defeating undertaking and does not

at all respond to the raison d'8tre of the mystery tale. Raymond

Chandler, in his essay ''The Simple Art of Murder,' condemns Dorothy
Sayers' well-known interest in the psychological dimension of her

characters. He reminds the reader that you cannot have both a good
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story:

If it Ehg detective stary] started out to be

about real people ... they must very soon do

unreal things in order to form the artificial
pattern required by the plot. When they did

unreal things, they ceased to be real themselves.
They became puppets and cardboard lovers and papier-
mich& villains and dgtsstives of exquisite and
impossible gentility.

Since theimurderer and the detective are types and exist
in feiatign to their functional role, it follows that their task can
be assumed by another. A character, for example, though not technically
a detective by trade, can perform an investigation in the manner of a
Dupin or Holmes. As decipherer of a problem, his position or action would

“

correspond to that of a great detective. For instance, Revel in

L'Emploi du temps and the Professor in Degrés are engaged in a

search to determine the circumstances of a crime. They are not
professional detectives, but as Butor makes clear: 'Dans Degrés

le professeur fait le travail d'un détective mais il n'a pas le costume
du détective." 25 We define this charac;er who adopts the role of a

detective in a story as a sub-detective — the prefix sub indicating

that he is substituting or acting in place of the detective. The drama
of mystery and resolution is maiﬂtsined,ﬁ only thé mask of the detective

is transferred to another character.

coptradiction should be noted. Why does a reader get the impression that

&P the detective figure. Although it is true that the hero is
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uni-dimensional, it is also true that, since he reappears in a

succession of stories, he becomes well-known. From the time of Poe,

it has been a tradition for a detective author to feature the same .
hero, be it Hercule Poirot, Philip Marlowe or Lew Archer, in most

of his stories. A reader who is well-acquainted with a detective

like Sherlock Holmes comes to believe that this characier is so

familiar ;s to be life-like. In fact, as one aficionado proclaimed:

"It would be no exaggeration to state that 221B Baker Street is to the

foreign visitor as familiar an address as 10 Downing Street."z6

It is significant that the drama of a detective story is
played by two central opponents. To be sure, the properties of the
genre demand the presence of two heroes placed in opposition. Before
the advent of a crime, the relationship is between the murderer and
‘the victim, and after a crime, the relationship falls on the murderer
and the detectiVe. In most detective stories, the latter relationship
i§ more developeg. This complicity and rivalry between the antagonist
and the'protagoniét has a few important consequences. First, because
they are paired in an interlocking battle, there is the idea of the
domination of one hero over the other tgrough the use of cunn%ng tactics
and manoeuvres. The analysis of the struggle for power, as defined
b; Michel Foucault, applies very well to the network of strategies
inherent iﬂ ‘the opposition between the problem maker and the prpbTem
‘solver.27Seconﬁ1y, in order to solve thé mystery, the investigator must .
always have his opponent in mind: he tries to understand all the actions
and motives of his rival. The companion of Dupin, for example, deduces

that this procedure is one where the detective must actually place himself
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in the mind of the murderer and become one with him: '"... this mode
of reasoning 1..[i§ an identification of the reasoner's intellect with

that of his opponent." 28

We need only extend this idea of identification a little
further and recognize that in many detecti stories the pursuer
considers the man he pursh;s to be his other self. Thus the detective
can turn out, in the end, to be‘tﬁe c¢riminal himself. We can very
easily envisage how, had circumstances been different, Sherlock Holmes
could have been Professor Motiarty. This bond of kinship and ihtiugcy
between the two rivals raises up the idea of the extermal doubie where
one character sees himself as the other. The detective story pattern
has also heen used by authors to exhibit the concept of the infernal
double, that is: where there is this fugion of opposites in a character
himself. To illustrate this self who creates an glggi ego within the
context of the fantastic tale, we may think of the famous Dr. Jekyll
and Mr. Hyde or the jeweller Cardillac in '"Mademoiselle. de Scudéry."
Ev;r since Poe himself and his detectiveltale "Thou Art the Mah,"’
th; nqtif of the external and/or internal double hgg becomf’an f;%rinsic
feature of the genre. 29 Although critics have rarely mentjioned this
feature, writers are very comnscious of its possibilities. In fact,
modern authors now see the metamprpho;is of the opponents as a rule
and often enjoy parodying it. For exauﬁle, in Borges' tale "Abeﬁjacih

el Bojari, muerto en su laberinto,' Dunraven, who is a° specialist of

detectiye stories, wmocks this conventionalized component of the

genre: " - Acepio - dijo - que mi Abenjacin sea Zaid. Tales metamorfosis,

me dirds, son clasicos artificios del género, .son verdaderas

. . . 30 .
convenciones cuya observacidn exige el lector." . £




In another order of thought, let us now briefly discuss how

this relation between the detective and the criminal can be interpreted
in terms of the reading and writing process. An analogy can be made

between the role of the detective and the reader and between the criminal

i -
and the writer. In an‘-exposition of Van Dine's rules for writing detect-

ive fiction, Todorov ciphers out this formula: '"I1 faut se conformer a

1'homologie suivante, quant aux renseignements sur 1'histoire: auteur

1 . - . 3 M
lecteur = coupable : détective." ~ One may think that this analogy

?

between the characters and art is tenuous at best or simply made because

[y

of the influence of: meta-criticism or the modern critical iﬁ>¢rest in the
A

reader. However, as we shall see, this is far from the :ase.“»\\%ég)

The idea of the detective as reader is engraved in the tradition

of the genre. In fact, every detective is necessarily the 'ideal reader':
y P : .

he is the only GQB'HhG has the acumen to retrieve from the many signs their
[ - .

exact significanca. Apart from his keen observation of all types of
evidence, how often do we find a detective reading ah anonymous ﬁctei

k ) . . pa
scrutinizing letters or reading ancient manuscripts? Dr. Mortimer, for

instance, reads an eighteenth-century document and a news item from the

Devon County Chronicle to Sherlock Holmes. to initiate _the investiga-

tion of The Hound of the Baskervilles. As reader, the detective has the

power to render the examined clue, whether recondite object or enigmatic
. .

text, transparent. o« a

In his hermeneutichl enterprise, :the detective examines clues
F. ¥ -

and- through deduction arrives at the interpretation of the mystery. Herme-
neutica is-a branch of philosophy that deals with the discovery of meanings.

The mystery that the detective resolves entails an intellectual process

which the theories of a Gadamer or a Ricoeur describe very well. Gadamer's
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definition applies to a wide range of proces including the detective's

method which involves a progress from the unknown to the known: "Its' field of

application is Qﬂmpéisgd of all those situations in which we encounter meanings

, ] YN , , 32
that are not immediately understandable but require interpretive effort.' ~

The analogy between the criminal and the writer is less visible
in the detective story itself since authors have given more importance
to the detective. This idea of the criminal. as artist informs the work
of modern authors, in particular the novels of Vladimir Nabokov. -
As an original-contriver of an elaborate plot, the criminal resembles
the writer. The crimina g like an author since he must devise the

pattern which the detective will then be in a position to examine.

Father Brown has the insight and the humility to acknowledge that it is

the cr mlnal not the detective, who has the more creative role:

"He thought his detective brain as good as the criminal’'s, which was
true. But he fully realized the disadvantage. 'The criminal is the
creative artist; the detective only the critic,’' he said with a sour

smile..." 33 One, often fails to cohsider the intellectual cleverness of
the criminél és the writer of the crime under investigati@n. The detective
has a less inventive role — he is the f@llawefﬁﬂ;§§féa55f§ucts.the
pattern fabricated by another. A correct investigation anprinterpretatian

permits the story of the criminal and his crime to become known.

U\

Story of Crime — Story of Investigation

-

remarkably from other genres by possess sing within its own boundaries,

not one, but two stories. The crime is the definite point of
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demarcation between the two stories. There is the

present investigation, for example, when Holmes v

the crime, examines objects and ponders over texts

actual story of e
isits the place of

, questions witnesses,

and then meditates in his favorite chair, at a concert or walks back

and ‘forth on the moor or in his room. This story i

L
s not always very event-

ful. Its ultimate purpose is to reconstruct successfully another

story — the story of how, when, where and ﬁhﬂ committed a past ETi!ng .
The story of the crime is, in essence, the first .story. It is thf one
that is‘bu.ed in mysteTty. Although in absentia until the resolution, this
first story is powerfully present at all times in the miné of the .
detective and is the cause of the squné story's beiﬂéﬁ If we look at,

-

for example, the:story 'The Red-Headed League,' the narrative that we

read is the detective's story or the second story

the detective and the reader try to reconstruct is

N .
and the story which

the first story.

This double narrative is a very distinct particularity of the detective

story structure. By definition, the detective story is +dechronological

and incorporates the two stories of the two primary poles of its structure

— mystery and resolution embodled by the criminal

In this section, we intend to dlSCUSS the attribute

and the detective.

of these two stories,

especialdy the 1mportant element of time which is responsible for this

inherent duality: the past crime and the immediate

' Let us imagine that there is a film camera

where it can record the action of a crime. This fi
’

incident during the unfolding of the event. Hence,

everything that the detective, in his search, looks

or f11m were projected after the detective has céme

tale. of anEStlgatlﬂﬂ

a placed in a position
Im would capturé every
this film would contain
for. If this cinema

to his own conclusions

91
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about the crime, he would bF able to verify if his second story concurs

with the film or the first story. ldeally, the second story shuuld

o o

be parallel in all respects to'fhe rst story. In realityg however,

a critical reader may ask himself if the detective has been able to
reconstruct all aspects of thevaimé perfectly. The deteé{}ve's story
The reader can be more certain of the accuracy of the dEtective's
second story if the murderer himself is present when the detective
dramatically exposes his resolutiag,‘ The murderer can re finé&the
detective's ;to;y and add details the detective himself had not

considered. This correction of the second story is found for example

in Doyle's A Study in Scariet, -Hammett's* The Glass Key and Ellery

Queén!s The Chinese Orange Mystery. .

The absent story of the crime or the first story is k?ﬂﬁﬁ by
the criminal (and perhapg also by .a few witnesses). This absent story
is retrieved for the -reader tﬁrough the detective's search and piecemeal
reconstruction or configuration of how a crime E was committed,

In a detective story which includes "1'histoire du crime et 1'histoire

de l'éhquéte," there is a very strange paradax%54 The story that is

withheld is very much present, or as Todorov points out, '1'une est

absente mais réelle, 1'autre présente mais insignifiante." 35 In fact
we could say that 'what will have happened' is much more relevant than

what is happening.36

> L Tzvetan Todorov introduced in the analysis of detective

fiction the terms fabula and sjufet, as first enunciated by the Russian
formalists, to designate the story of the c¢rime and the story of the

investigation. For the formalists Shklovsky and Tomashevsky, who used

92
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their terms fabula and sjuig; precisely to analyze detective stories

or stories with detective elements, the terms really signified a

L]
distinction in temporal arrangement: the fabulg is characterized by

L

its order of occurrence whereas the sjufet by its temporal displace-
.37 . . C oy ;. . , . .
ment. This theory proposed by the formalists was basically a criterion

to distinguish the 'reality’ from which a narrative is taken with the idea

of the artistic medium itself. Very generally, their terms underline

1

the dichotomy between reality and artifice:

- . S
La premiére notion correspond & la réalité
évoquée, 3 des événements semblables i ceux s
qui se déroulent dans notre vie; 1a seconde, ™~ ' bR
au livre lui-méme, au récit, aux procé&dés )
littéraires dont se sert 1'auteéur. Dans la fable,
11 n'y a pas d'inversion dans le temps, les actions
suivent leur ordre naturel; dans le sujet, 1'auteur
peut ndus présenter leszgésultats avant les causes, *
la fin ayant le début. ™ ™

@

;qur@v, translator of the Russian formalists, used the

terms fabula .and gju?et in his %essay on the '"Typologie du roman

policier." ‘Later, he adopted Benveniste's terms histoire and

discours ‘to torrespond te the concepts of the fabula or '"1'ordre
des &vénements" and the sjufet or "1'ordre du discours." °° ; ‘\5

Whatever nomenclature is gised, either by Todorov, Barthes or Genette — . .
. F .1 *J i

£

be it histoire, récit, discours and narration — they correspond

i i

fundiggﬂtélly but a little fuzzily to the idea of fabula and sjulet. I

“Egéﬁ"tﬁearist of structuralism brings to the concept a wealth of fine

distinctions. But an acceptsble definition of what they conceive as the
fghula or histoire / récit may be.stated in these words: ''the basic
i 15 : L

story stuff, the narrated universe, governéd by a chronological and

logical order of its own, similar to that of 'real life' and independent

' As a corollary, the sjulet or discours may be -

of artistic shaping.’

¥
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is molded With the help of such devices as the handling of point of view, ¥

L e . . - . . 40
temparaéiﬁefcrmatlcﬂ, digressions, analogies.™ -

L q’
. In a detective tale, Todorov denotes the story of the ¢

'histoire and the story of the investigation as the discoury.” ~

‘\h—'

B _—

terminology of 'first stary'éiaﬁd 'second story' is claséiy con
with the idea of fabula and sjufet. Our tkrm first story r

the fabula while the second story corresponds to the sju§ig= o

¥

the narrative, the detective reveals only partial information

mystery. It isianl;,at ;hefend, when all the enigmatic oceurr-

been explained, that he is able to acquaint us with the first

fabula. Using Holquist's excellent expression, we see that the . ve

: , y o . , . . L . )

feature of the detective story is that its sjuzet consists in the dis overy
] f

of its own fabula.' 4l

Unlike most fiction, the detective story is not -interested in a

future but in a past action. It i1s not a narrative that looks forward but

rather one that looks backward: "Il Ee"raman p@liéieﬂ prend le temps i

] i : = . . 5 . . e
rebours et renverse la chronologie....le récit suit 1'ordre de la dééqpvgrgei”4*

‘Beginning with the moment of the crime, the detective moves backward

(L > in time to retrace, re-interpret the actions of the criminal which led

"to the crime. Because the investigative procedure deals with an gvent

-»

- that has already been accomplished, the detective story must

necessarily be told in reverse chronology. Mr. Gecrge Burton, the
detective writer in Michel Butor's oi du temps, clearly instructs

L'Emp

us on the inevitability of reverse chropology in the detective genre.
. ’
He explains how the mind of the detegfive remains fixed ;ghan event
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in the present.

L'auteur du Meurtre de Bleston nous faisait remarquer

que, dans le roman policier, le récit est fait 2
contre-courant, ou plus e@xactement qu'il superpose A
deux séries temporelles: les jours de 1'enqulte qui .

commencent au crime, et les jours du drame qui ménent
- a4 lui, ce qui est tout 3 fait Jnaturel puisque, dans la
réalité, ce travail de l'esprlt tourné vers le passé
5' iccnmpllt dans le ‘temps peg%;nt que d'autres
- évEnements s'accumulent.

L)

The detective story has been appraised by ‘critics of other genres or
:By theorjsts of time as the paradigm-of a narrative told in reverse

chronology. Jean Pouillon, for example, stresses the importance of the
convention: '"le'prototype de ce récit renversé est le roman policier

Lo, 44 C L . . : .
classique.” This basic structure of reverse chronology in a detective
N . . . o e e .
story stems from the co-existence of two stories — the ' story of the
crime and the story of the .investigation. What we termed the first story

]
transpirkd usually in a recent past but occasionally in a far distant past,
B - = L
whereas the second story which leads up to the resolution is detailed

in the present. Consequently, because of the two sto ries, there are two-

fundamental and very distinguishable time spans in the detective narrative.

Techniques of Narration

In the story of the iqvestigatixn or-the discourse, the
concealment of the secret redts by and large in the hands of the
narrator. If we were fa read the same story plat,*lét us say, as told
‘first by the friend of the detective (the classic Watson figure), or retold
bj an omniscient voice, by the de;eétive himsélf; or even by the murderer,

4
then we would clearly apprehend how the question of point of view
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can driiatiigllyFaffect the presentation of ‘the facts and the style of

the story. Each narrator would bring to his version of the story

his own first-hand knowledge or limited insight about the events he
ei;her~participated in9r viewed as observer. The narrator controls

the améunt and the type of information he divulges: he may withfiold ;
crucial evidence and disclose only irrelevant material, he may leave

a gap in the narrative where the acccunt of an important event would

be needed, he may digress to his heart's content on insignificant ‘
details; he may even falsify is?ues nd and then, in short, he may

resort %0 any procedure that will baffle and mystify his reader.

- :

Traditibnally the detective story has followed the viewpoint of (the

detective. However, a few,authars have also discovered that the

perspective of the murderer or even of the victim can be adopted to ~
)
radically transform the genre.

When we broach the tapic of narrative techniques, the first
question to ask eoncerns gpe relation between the author, the narrator
and the reader. . In detective fiction, the relation between the narratot
and the ;eader is very explicit: the narrator is painfully aware of his

, . o , 1‘

role as story-teller. He insists on revealing himself to the reader. i
1

|

Accordingly, he includes in his narrative direct addresses to the reader

and often intesrupts his recital to efplain his own inadequacies Of iRy P

interpretation, to indicate his problems in obtaining information abauf
the case, or to deliver cammen{g‘an the aesthetics of telling his stery,. ?
For example, Captain Hastings will inform his rendéf that he hasrkgpt \
notes about the particular crime but that there may be ifaccuracies or
flaws in the narrative due to the imprecision of his memory. Through

such confessions, the self-consciousness of the narrator is very well

e el .



perceived:
My narrative of the days spent at Styles must
necessarily be somewhat rgmbling. In my re-
collection of it, it presents itself te me as
a series of conversations — of suggestive words
and phrases that etched themselves into my
consciousness. 45

This self-consciousness of the narrator in detective stories would

present the critic with an interesting subject of inquiry.
_

Confronted with thé narrator's text which offers only

partial information, misleading clues, and ''temporary gaps,' the

readeiknews he must proceed with extreme eautienﬁéﬁe narrator
appears to the reader as a foe, as someone to be very wary of. o
Indeed,ithe reader is not at ‘all disposed to believe everything that
is told to hiﬁe Questieﬁing the degfee ef reliabttity of the narrator
becomes part of the eenvehtien of the genre. The reader expects
the narrator to be fallible and inaccurate. On the other hand, the

eader also knows that this unrellablllty is temporary. In the eﬁd

the narrator will explalnfﬁs;self and uncover all aspects of the secret

It is surprlslng that the critic whe analyzed the caneept of the reliable

and unreliable narrator, Wayne C. Booth, should never have explored its
47

sk;lful handling in detective fiction. Also, in the modern study
of the novel, critics have rarely turned to detective fiction to

illustrate sueh problems as the self-consciousness or the unreliability
, ¢
i . 48
of the narrator.

Of the many theories and classifications of narrative techniques,

we ‘take special note of Gérard Genette's differentiation between what

49 2

he terms mode and voix, or 'qui voit'" and 'qui parle."

When applied to the detective story, this distinction proves very
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enlightening. If we observe, for exampln, tnf most classical type
of narrator — the Watson figure, "then it is very easy to discern the
viewpoint from the narrative voice: if we ask ourselves whom .are we\
seeing, then we would say it is the hero, Sherlock Holmes; if we ask
- who is speaking, .then we know.it is Dr. Wats;n. This differentiation
between vision nnd voice demonstrgtes very well the relation between ,
the character and the narrator. In a like manner, in an omniscient

narrative which usually follows the viewpoint of the central protagonist,

as Father Brown, the perspective again differs from the omniscient voice

of the narrator. However, when the detective is the narrator, as Nick

Charles in Hammett's The Thin Man or Philip Marlowe in Chandler's

’

The Big Sleep, then the vision and voice appear to merge’ since the detective

oth principal character and narrator. In the eventuality that the

rer should decide to te]l his own tale, as Dr. Sneppard in Christie’'s

e Murder of Roger chroyd, then again vision and voice should coincide.
Even when the detective or the murderer is narrator, there is a very
marked discrepancy_between wh:l/he sees and what he will recount.

It is cssentiai, in detective narratives, Ehat there be this distance

. -
and silence between character and narrator.

]

The traditional classifications of narrators, as exemplified
in the typologies of Pouillon, Friedman or Stanzel, base themselves
on the degree of omniscience, going from an extreme exterior objective
viewpoint as seen in stories of Dashiell Hammett'to the interior subjective
perspective and‘leading ultimately to the ctenter of one's consciousness
as in the heroes of Henry James or William Faulkner. S%nother mo&e of
classification and one which takes intn hccount‘the concepts of fabula

et
and sju!et is intimated by the critic Roland Bourneuf. In his conclusion

P



to a review of the standard studies on viewpoint, he ‘educes that it

fo examine narrators with respect to their position

a

Vi:y be frui

within «he fabula or sjufet and how they fashion the narrative form:

‘, _ . N 2 v . =
'y lieu de fonder ses réflexions sur le concept ambigu d'qgniscience,

la critique aygait sans doute intér&t i prendre pour point de départ

5ot . ;s A . -3 : R
la distinction entre discours et ré&cit historique." This approach

T

b
would clearly indicate the importance and place of the narrator in the

two stories. The narrator would develop either the second story pertain-
o 5 I . .
ing to the action of the inquiry or the first story relating the events

that led tagthe crime. Since the. fabula am‘sjufét are fundamental

< .
components of all detective stories, we apprehend that this alternate
classification is useful to us. It may also be a worthwhile method

. &
of analyzing narrators in other genres.

Fl

Techniques of Obfuscation and Retardation

. The fifth and last important component of our model concerns
the techniques of obfuscation and retardation. Eall@ﬁing an exposé of
the modes of obfuscation which render the story of thé investigation
ambiguous and modes of retardation which are required to prolong the
narrati;; of the investigation, all the salient properties of our
prototext will have been analyzed, namely, 1) the plot with its tripartite
diviston of mystery, investigation and resolution, 2) the murﬂere% and
the aetective as opponents, 3) the narrative with its past crime and its
present tale of the reconstruction aé the mystery, 4) the self-conscious-

ness and the unreliability of the narrators, and now 5) omission and

techniques of ambiguity.
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&ny narrative, but especially essential in a detective narrative.

If an author were writing a riddle, he would state the problem and

then impediately present the solgtiaﬁ; 57 In a detective story, the author

must create an intervening space between the mystery, that is, the
' 4

secret he himself has concocted, and its successful disclosure. This
. - L

chasm or prolonged duration of the mystery is t@f;stgry of the investiga-
tion. Consequently, in this narrative of investigation, the modes of

obfuscation and retardation are most instrumental both in creating and

complicating the mystery and in prolonging and postponing the resolu- A
tion. We use the term Qbfuécapiaﬁ to refer tp techniques as omission .

and dissimglat;an and the term retardation to include devices such as
repetitions, digreséians, falsifications. Through the use of these ’
techniques, the narrative becomes more difficul;, more ambiguous to

interpret and more extensive. In the detective story, it is usually
the narrator who relies on the techniques of obfuscation and retardation;
nevertheless, the techniques themselves are basically related to the .

action or the plot, and to the time span or the need to ‘'remplir la
53

)

durée" of the story.

Thus, the aim af the story of investigation is equivocal: it seeks
to make more problematic and incomprehensible the mystery and to perpetually

defer the moment of revelation rather than proceed limpidly and unhesita-

tingly to the explanation. However, a plot can be arrested only for a
relative time — the moment will.arrive when obstructing or halting the
mystery will no longer be prapitiaus. The art of writing a good suspense

‘story cansists in knowing when to hide, when to complicate, and when to

reveal the secret in order to achieve the maximum effect.

Since the fabula is bracketed from the text, the detective story

’



. {
is constructed on a primary omission. The omission can be described

as a gap or as a main ellipsis. This gap, which prompted the story
. ) - . B = £ ,-“ : § o
of the investigation, -cannot be considered a permanent gap. >4 The
- ¥ . R
inquiry is the attempt to fill in the gap or the hole. In the end,

this central missing information will be uncovered. Throughout the

=

investigation, there are several temporary gaps which are explained

at difféfent intervals and help to clarify the main omission. This
use of a mﬂj@r-gap ;r hole is an inherent particularity of tﬁe
£
genre. The techniqueipf omission, not only of a primary opmission,
|3
but Qf'ESﬁy secondary gaps, ‘is the method by which thévdétéitiVE story

begins and unfolds. A thread of smaller gaps and partial ambiguous

clues links the segments of the narrative. Many modern novels, inspired
’ *

by the deteztive‘genre, are notable for their technique. of a majér gap.

- +
An author like Faulkner introduces and sustains the mystery in his novels

by creating a central omission, for example, the missing_scene of rape
Y €I g ample, BsS P

* —a

in Sanctuary or the missing viewpoint of Caddy in The Sgg;d and the .
Fury. What has béé@me the classic example of omission®in méderﬁ
li;:;§¥ure isf of course, the suppressed story of the murder cfe
Jé&qaéééne in Rebbe-Grillet's Le Voyeur. Ii is interesting, from our
point of view, that critics who mention the existence of gaps in
Faulkner or Robbe-Grillet neglect to observe how these authors have been
iﬂflueﬁced by a technique ass@ciatéd primarily with detective fiction.
Even the critics of detective fiction have failed to comment adequately
on the poetics of this missing indispensable gap. 5? It is from thi;

igap or major ellipsis thatt'he ensuing ambiguity is instituted. In short,
whenever there is a gap or chasm in a story, it must be filled.

v,
primary and secondary omissions. With respect to the other techniques

All detective stories are similar in their incorporation of
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of obfuscation and retardation, some authors demonstrate a predilection
for ejther suppositions, digressions, repetitions or falsifica-

tions. The techniques of obfuscation and retardation may be categorized
. . , £ e . - , , ..
in a general manner by resorting to the criterion of one important theorist.

In a detective story, the author, narrator or character may proceed
to give t@q'mugh information, hence digressions and repetitions or
.

inversely, he may proceed to give tao little information, hence omissiops

and suppositions. Gérard Genette, by a happy coincidence, defines these
g? €
-counter-procedures or modes as the utilisation of paralepse and of

paralipse. He calls the paralepse mode the divulgation of excess data
whereas the paralipse mode is '"l'omission de telle action ou pensée
importante du héros focal, que ni le héros ni le narrateur ne peuvent

. S 7 o f
ignorer, mais que le narrateur cha1:1t de dissimuler au lecteur." ‘

!

¥
The detective story, or 35 Robert Champigny would like to re-entitle it,
the "hermeneutic text,'" makes comprehensive use of these opposing

prooedures of revealing and withholding information. >8 Genette's

dichotomy offers a cogent generalization of the two central methods

used in controlling the amount of information released in a story.

Very few critics have ever studied the narrative as a text ;

. which aims to obscure and defer meanings and intefpretatiaﬁs. Techniques

of the narrative. A]l works of fiction employ, to some extent, procedures
to maintain the action and the suspense until the d&nouement — such texts

as Oedipus, Hamlet, Bleak House or Kamouraska contain a certain

element of problem and resolution. However, their techniques of ambiguity

are minimal when compared to those found in detective fiction. One

theorist, Roland Barthes in §/Z, exhibits the means by which a
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narrative sustains the suspense and the enigma. If Barthes had formulated
his model not with a work of Balzac in mind but rather with a detective
,story, his hermeneutic code would have been much more exhaustive and
conclusive. Indeed, the techniques used to create enigmas in a Balzac or

a Flaubert are almost insignificant when one thinks of the intended
ambiguity of detective ficfion. Barthes identifies a few processes that

. ) o
contribute -to the mystification in a narrative as a 'hermeneutic code':

1'ensemble des~unités qui ont pour fonction
d'articuler, d€ diverses maniéres, une question,
sa réponse et les accidents variés qui peuvent ou
préparer la question ou retarder la réponse; ou
encore: de formuler une &nigme et d'amener son
déchiffrement.

+

-

Although Barthes' classification or code is limited, his ideas and terms
can serve to enlighten a discussion about the principal methods of
withholding the solution to an enigma. It is Barthes' belief that through
such strafegies an author can literally control and impede a reader's
participation. Barthes' model provides the literary critic of detective

fiction with an indication or a glimpse of how to approach the study of

the techniques of retardation. ’\%

Concept of Parody

Having comp{eted our theoretical discussion bearing on th’

prototext or the central conventions of the detective story, we will

presently look further afield at bordering topics: intertextualité

and the procedure of parody, the tradition of the fantastié¢ in conjunction

pe]
L]

with the detective story, the development of the detective stcf} sub-genres.

Our first concern will be to show how conventions of a genre may become
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too well-known until they lose all significance and then, through parody,

are injected with new vigor and life. The second subject of inquiry tackles
the question of the relation between the detective story and another predictive
tradition — the fantastic tale. Lastly, we will examine how the detective
genre, from its inception, has produced its own sub-genres that are
peripherally distinct but internally similar to the classical detective

story.

Laurent Jenny, when defining parody, made a very perceptive
contrast: '"... si la parodie est toujours intertextuelle, 1'inter-

) 3

-

textualité ne se réduit pas & la parodie." 60 We have already, 1in ou

first chapter, introduced the two terms intertextualité and parody

since we illustrated how our authors included allusicms‘: detective

writers or detectivé stories within their narration and we also mentioned
the importance of parody for our authors, especially for Nabokov. We
should say a few words, at this time, ab@ut-the connection between
intertextuality and parody. Julia Kristeva, to whom we owe the term

of 'intertextualité,' defines this facet of art according to two processes:

""tout texte se construit comme une mosaique de citations ef tout texte

est absorption et transformation d'un autre texte.' 61 With Kristeva's

notions of "absorption" and ‘"transformation," we find implied the idea
of bringing together at least two texts -— an outside text and the text
on hand. Consequently, in an intertextual reference, there is the
inclusion of another artistic form in a newi;exti This juita=

position affects both texts — the transference alters their meanings

and causes them to emerge in a new light.

Before we continue our exposition of parody, let us pause to
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more all-encompassing concept of inner duplication or mise en abyme.

The use of inner duplication is very prevalent in contemporary literature
and part®cularly dominant in the Nouveau Roman. The detective story
perfectly illustrates why a narrative imprisoned in-its own reality

(as much of modern literature) resorts to inner duplication or techniques

of self-reflection. As a narcissistic text, this narrative turns away

from exterior reality and confines itself to the inspection of its closed

. 62 _ . L. s e e i
world of conventions and art. =~ Indeed, it is a special feature of the
3

. . S oy 63
self-conscious novel to operate inner duplications within its boundaries

m

In ‘the detective story, the mise en abyme references demonstrate how

this narrative is profoundly conscious of its own rules and artificiality.
Hence, this inward-looking or self-reflected pap ar genre abounds in
c;oss-references and inner dupliiatians,§4 Detective stafies, it may

be added, distinguish themselves fxom most other fictions by often limiting

C. . ' . o, L 65
their inner allusions exclusively to the detective genre. -

=

Instances of self-reflection or mise en abyme appear frequent- .

LY

ly in detective fiction, in {fact, we have already spoken of a few r
very good examples in a previous chapter, like Carr's Dr., Fell and his
lecture '"on the general mechamics and development of ... the 'hermetically

sealed chamber'." In another novel, The Burning Court, Carr introduces an

. intertextual allusion to Barconess Orczy. One character is compared to Orczy's

famous armchair detectlve who literally does nathing but eat cheesecake
and tie knots in- the ABC teashop:

He !}tklnson S fathef] takes a piece of string and ties

knots in it, the way some people smoke and others twist
buttonrs or rattle keys, to keep his hands busy. They used to
call him The Old Man in the Corner. Read detective stories?
Remember those Baroness Orczy stories where the old man sits
in his corner, in the 'blameless teashop,'" and eternally
" ties knots and designs in a piece of string? 06
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especially very astute ones that irﬂﬁi;glly blur the borders between
Teality and art: 'Why, he's Hercule Poirot! You know who I mean — the
private detective. They say he's done the most wonderful things — just like
L
detectives do in books." 67 We have also seen how, in this genre, the
detective enjoys comparing himself to his esteemed predecessors — a

Sherlock Holmes looks towards his hero Dupin, a Hercule Poirot towards Holmes:
1 - . ’ — . _ _ _ - 3 = o _ ”i" 68
Mon ami ... you ... demand of me a pronouncemegt i la Sherlock Holmes!

Inner duplications in the detective genre are so evident that they have

become a convention: the reader is anxious to encounter these moments of
superimposed imagined or real detective texts or elements within the ‘~f%)

detective story.

From the examples cited above, we may notice how there are
many inner duplications that refer directly to another existing work of
literature. Since André Gide and his famous definition of this procedure

of interior reflection as '"en abyme," critics as Morrissette, Ricardou

o

or Dillenbach, in their respective analyses, have had the detrimental

knack pf rendering the expression mise en abyme less and less precise

69 Cei s , .
and cleyr. It would be advantageous to modern criticism, and especijal-
ly to criticism of parody, if a distinction were made between mise en

abyme and intertextualité. While it is¢ffrue that intertextuality is one

type of mise en abyme, the general concept is not at all related to parody,

whereas the notion of intertextuality admits the idea of parody. For

example, in Robbe-Gr&llet and Hubert Aquin, the difference between

-

mise en abyme and intertextualité is ve;‘Kyisible if we contrast the

S
imagined painting of La Défhits de Reichenfety  in Dans le labyrinthe

to Hans Holbein's painting Mystére gg% dggx,émbassaﬂeu;; (1533) in Trou
de mémoire. Both paintings are inner duplicét}cgs} however, only the

second is an intertextual reference. The allusion to Holbein introduces
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the concept of parody since there is now the collocation of one existing

text or painting to another. With the less precise term of mise en abyme,
-

we cannot distinguish if the reference is to a real or imagined other

work. If the inner duplication is imagined, then it obviously cannot

have any connection with parody. To conclude, mise en abyme has

abgplutely no place in the¢ formation of parody but intertextualité is
'—
often a determining factor that will lead to par@dy .

In the concept of parody, two entities are involved: the

presence of an old text 4nd its artistic rehandling or reshaping&\ It is

-

a verifiable fact that the transference of one or many texts, or of

b ]

intertextualité, to a narrative often indicates a parodic intent on the

pért of the author, or in the words of Michel Butor 'La citation la
plus littérale est déja dans une certaine mesure“une parodie. Le simpie
prélévement la transforme...." or to repeat Jenny's expression '"la
parodie est'toujours intértextuelle." 70 This signifies that the older

) .

text has the ability to inspire criticism and engender change. The
essence of parody can be described in various ways but two primary
operations are always presupposed: '"la destruction de 1'ensemble ancien
et nouvelle construction des anciens éléments." e Thus, for a Russian

formalist as Tynianov, parody is characterized as a destruction and

construction of formal elements, and for Kristeva, it is a procedure of

absorption and trapsformation. For another critic, Edward Said, this

concept of appropriation and alteration is conceived as the molestation
_ . 72 : '
of the "source of a writer's 'authority'." According to our

own terminology, %‘throughout the thesis, parody is tke

ability to make variations on a model or prototext. In any parody,

consequently, thére must be this essential, dynamic contrast between

’
Al
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the older text or imitation and the newer work or the construction,
transformation or variation. The art historian in John Fowles' story

The Ebony Tower underlines these two points very well when he speaks

of parody as both an act of praise and a vigorous attack on the

original work: ''behind the mysteriousness and the ambiguity % .. behind

the modernity of so many of the surface elements there stood both a

homage and a kind of thumbed Tese to a very old tradition."

73

Since the parodic text functions on two levels — the outside
text in relation to the new text, it demands another type of reading
method. The reader is required to bear in mind the original text all
the while he is reading so that he can compare and oppose it to the
reshaped variation. Jonathan Culler desgribes this bifocal mode of

F

reading in his examination of parody: -

it [the spirit of parody] invites one to a

more literal reading, establishing a contrast

between the naturalization required for appreciation

of the original and the more literal interpretive

process appropriate to the parody.

The history of literary genres teaches us that authors at first

L
are fond of new techniques, then the newness wears off and the technique
becomes a predictable convention until ultimately it is exposed by means
of parody. Throughout the evolution of a genre, conventions have been,
to use Shklovsky's term, "laid bare." In our "Introduction," we presented
the idea of defamiliarization as a process of continual growth and the
&

rejuvenation of a genre. According to the Russian formalists, the use -

of parody or the imitation and exaggeration of conventional techniques
was one of the most expedient ways to make the familiar seem strange and

new and thereby produce a defamiliarization. Parody finds itself at



the heart of this antithetic oscillation or dialectic between the poles

of habitualization and dai:-;l arization. In the evolution of the

detective story, as in all genres, parody fosters growth and transition:

Dans 1'&volution de chaque genre, il se produit

des mnments oli le genre utilisé jusqu'alors avec

des objectifs entidrement sérieux ou 'élevés’'

dégénére et prend une forme comique ou parodique.
: Ainsi se produit la régé&nération du genre:
il trauv; de nouvelles possibilités et de nouvelles .
formes .

Contemporary literature has, indeed, through the use of parody, generated

new possibilities and new forms. Our three. authors, Borges, Robbe-

Grillet and especially Nabokov, are rgputed far their paradic spirit.

These three jﬁ;hars are related in their choice of the detective story as

the 'ancient text' from which to re-create new patterns and new themes

All conventions as established in our prototext, whether the plot-outline,

the characters, the narrative point of view, the techniques.of ambiguity,

are open to ingenious imitations. The title of our thesis: 'Variations on

the Detective Story' signals out this phenomenon of parody or how there is the

adaptation of an original model and its modification or variation.

.

/ L ] * *

The Detective Story and the Fantastic Tale

What is the correspondence between the detective story and
other literary traditions? Since the detective tale is of recent origin
and is very stylized, it has close affinity with other predictive

structures, particularly with the fantastic tale and the Gothic romance.
In this ﬁenultiﬁate section of our chapter, we-intend to briefly review
how there is a ‘''proximit& structurale'" between the detective story and

, . 76 , . - , .
the fantastic tale. '~ We devote attention exactly to the fantastic tale
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because our authors, especially Borges and Robbe-Grillet, are aware of

. : C e 77
the close affiliation betweeh the fantastic and the tale of ratiocination.

=" The &etective story and the fantastic tale have a long history of
association which dates back to E.A. Poe and the origin of the genre.
Contrary to critical opinion, ' the Hetective story did not stem full-grown
"from the bulging brow of Poe."78 Steeped in the tradition of the fantastic
(:ZiE}nd also Gothic tales) and influenced by authors as foffmann, Poe trans- ‘
formed the fantastic tale by interposing in the marvellous and the phantas-
mal therelement of logic or reason. The difference between the fantastic
tale and the detec{ive story lies princiﬁally in the dénouement. The detegtive

&

story, as opposed to the fantastic tale, requ}res a rational explication

of the mystery. This means that the fantasti¢ or impossible situation in

the yYetective story must be rationally explained in a conclusion: thus

.

"this fantastic quality," as Rabkin in his study of The Fantastic in

Literature g%ten repeats, 'is naturalized by explanation within a stable
set of ground rules"” or we could add, of a prototext. 79 The key to.the
divergence between the two types of tales is this idea of the logical,
rational answer that closii the text. .

In a fantastic tale, the hero and t;e reader experience what
Caillois.terms "le sursaut d'irreducible étrangeté' or what Todorov calls
moments of '"hésitation' when, as rational beings, they have to accept an
impossible situation.80 The reader is confronted, at the climax of a fantas-
tic story, wifh a solution that is either 'vraisemblable et surnatufe}le"
or "invraisemblable et rationnelle."81 If he wishes to remai witﬁin the
world of the supernatural, the reader must accept the solution that is con-
sonant with the action. To opt for a rational explication would destroy the

story. For instance, in Anne Hébert's fantastic tale Héloise, it is difficult

for the rational mind to admit that a vampire killed the lady. To dismiss




111

13

the story and conclude that the hero is over-anxious, of unsound mind
éj'

or that the episode is simply a dream would be contrary.to the aesthetics
of the fantastic tale. The story is at the level of the impossible

and the solution must remain in the realm of the impossible. The detective
story, however, also exhibits a mystery that appears impossible, but

in the end, proves to be logically and rationally deductive. As one
character tells Poirot: 'The whole thing is a fantasy. ... Show me how
the impossible can be made possible!" 82 Every reader knows that the
convention of the detective story stipulates that a rational plausible
explication will be delivered by the detective. Therefore, the reader
" experiences only a relative 'hésitation' when the explication of the
uncanny is announced. The-feadér will be surprised, he will have to
reinterpret the events, but he will ultimately admit that the solution

convincingly resolves the impossible.

The borderline between the fantastic and the rational is

especially thin in many detective stories. In stories of the hermetically

sealed room or in storfes where a supernatural ambiance prevails, as
in Poe's "The Murders of the Rue Morgue' and Doyle's "The Sveckled Band"

and also  The Hound of the Baskervilles, the detective story has

indeed stumbled into the fanta;ti;.ifaz In such tales, the detective
manages to propose a logical answer that dispels all mystery. However,
a critical reader remains discomfited and unsatisfied with the supposed
rational answer of either an Ourang-Outang, a serpent or a dog as
the criminal agents. These rgéaluticns can appear slightly more

fantastic than rational.

There are occasions when the fant!;tic in_the detective story

is never conclusively eradicated. In stories like Carr's The Burning



Court, the narrative remains ambiguous, doubtful and the reader

hesitates between the rational and the irrational resolution.
E-1
The detective debunks the supernatural and then the heroine reinstates

5o

it. In the last pages of the story, this character insists that she

had administered the poison all along. Hence, the final words contra-
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dict the detective's neat explication. tory, as in many
modern works, the author has, with deliberate intent, presented two
valid conclusions — one rational and one fantastic — and given the
reader not a choice between two alternatives but a third option. An
author ''may skillfg}ly and cleverly plct!his story im such a way that
a natural explanation and a supernatural one account equally well for all
the f’actsg"g4 This resolution that looks both ways or the 'Janus
resolution" weds the fantastic to the detective story. A reader can
now legitimately read the story on two levels and believe in both the
rational and the fantastic. This type éf ending, for éxamplé, is
very noticeable in Dorothy Sayers' interesting tale '"Striding Folly"
where the central protagonist can be interpreted as either the dreamer
or the.mufdére?. | -
LI

Modern literature will pursue much further this idea that a
rational answer does not exclude a fantastic one. The detective form
is flexible enough to permit an agglomeration of many possible solutions.
Throughout the narrative of a detective story, a reader apprehends
several possible resolutions to the problem. Formerly, these possibilities
were dissolved by the detective's irrevocable conclusion. Today, without a
fixed exﬁlicatign, the work remains aﬁen*enjéd to a variety of indetermi-

nate resolutions. Hence, every conjecture and possibility imagined is

as valid as another to explain the myst2fy.85 In consequence, the



mystery is never really solved and the reader hovers amongst a range of

possible conjectures indefinitely. With respect to the fantastic, the

el

detective genre has indeed come full circle: one author, E.A. Poe,
strove to rationalize the fantastic, and now authors like Borges strive

to maintain the fantastic in the detective story. -

The Detective Story and Its Sub-Genres

The detective genre has been unquestionably, since Poe, extremely

volatile and dynamic. Of course, the prototext or the nucleus of the genre

stays constant, but the outer-text or the casing can include other
material. In fact, we have just seen how it can blend with other traditions
like the fantastic. The classical detective story adopts a restrictive

mode and tries to refine the pattern to remain as 'pure' a form as possible.
The other mode is the expansive one. In the evolution 6f the genre, authors
have used the 'pure form' and then brought into prominence one or more
charatteristics of the pattern or combined the original form with extrins-
ic material, often reflecting the culture and society surrounding the author.
To trace the development 3? these 'impure' sub-genres, we shall make
reference to the nomenclature of the different schools and to two theories,
‘one intrinsic and the other extrinsic, that expiain the family resemblance
between the detective story proper and the thriller and spy fiction.

These terms ''thriller" and ‘"spy fiction," it should be observed, . are
used ipdiscrimiﬂately by criticism. For instance, Ralph Harper in his
analysis of the thriller concerns himseif much more with authors as

Buchan and Le Carré than with Hammett and Ross Macdonald. 86

Remove Poirot from his genteel manor house and his comfortable

afternoon tea and place him in a dingy, rough, back-alley bar in
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Chicago ("down these mean streets a man must go"), and the poor fellow
will appear even more ludicrous. The first author who chose a totally
different world view had to accommodate a new type of hero and institute
a new type of investigative adventure. It was Hammett and Chandler in
America who created this new type of story mirroring crime in the modern
city. The traditional way of describing this ngw cffspring has been
to compare it with the original in absolute antithetic terms. On the
one hand, there is, as John Dicksén Carr discerns, ''the world of
Sherlock Holmes" and on the other hand 'the world of Sam Spadei"87
Or again, Raymond Chan&ler formulatgs-thif opposition as follows:
"Hammett took murder out of the Venetian vase and dropped it into the
alley." 83 In summayy, while one story concentrates on the rational,
the cerebral, the refined, the other distinguishes itself by its
adventure, its violence, its toughness. The question of language

and style, 1though rarely noted, is another maj;r difference between
the pure fgrm and its derivatives. ﬁgymett's or Chandler's original
yocabulér hits the mark: the toughness comes through mainly bezsuég of
the style. \‘To gauge the opposing.warlds of Hercule Poirot and Sam
Spade, we need simply imagine Poirot saying: "I won't play the sap

for you." 90

To categorize this opposition between the pure form and its
hybrids, critics have used a convenient.grid. They contemplate the histcfyi
¥f the detective genre according to two primary schools — one-British
and the other American. The‘British school @f Holmes and Poirot
specializes in the puzzle or the strict game of logic. The véry
influential American type of detective story added flesh and blood

to the puzzle. This useful categorization is upheld by most critics
éj
LS
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and authors. Borges, for example, surveys the evolution of the genre

by acknowledging the two schools:

Dans le genre anglais, 1'€nigme, le mystére est
résolu par le détective et le roman est construit

en #vitant les scdnes de violence et les déborde-
ments sexuels. Tout cela, au contraire, domine

dans le gente américain; on a d'abord affaire 3

un roman d'aventure compliqu& de psychiatrie et d'un
go0t pathologiqu# pour la violence qui fait que le

policier est, en général, un gangster au service
~——=de la loi. 91
~

" The impression of opposition and division which the British
and American schools suggest is correct but only to a certain degree:
one must not forget the underlying similarity of the pattern. The pure
form and its sub-genres differ but they are alike in the fundamentals;
that is, they all possess the salient characteristics of the prototext.
This resemblance between the detective model and the thriller and spy
fiction is very easy to perceive when we take into account the presence
of two narratives in £he story. As we explained earlier, in a detective
story, the sjufet or the second story is subsidiary to the “first story

-~

or fabyla-— Therefore, the story of \the investigation is insignificant

on“1ts own; it exists only for the elucidation of the past crime. In

the thrillef and Spy.fittiﬂﬁ, there is a dramatic shift of emphasis frqmi
the fabulglta the 5jg§gt; In these fictions, the story of the investi!ga
tion or the sjuZet takes precedence. 92 Consequently, priority is given
to the adventlire of the investigation rather than to the past crime.

Hence, the violent aﬁd fast-paced adventure focuses attention on itself.
Since the story bf the adventure is more elaborate and action-filled,

the detective is exposed to all SQT%S of enmeshments and Eﬁtfapments in

the chase. This investigative adventure demands that the detective

1




aloof,and above the action as a Sherlock Holmes. To conclude, sub-

genres prize¢ adventure and pursuit and violence, nevertheless, retain

the required ingredients of a detectiv® story pattern. However greatly

d critic like John Cawelti analyzes the minute differences between

the puzzle and the adventure, in the end, he must come to assert
- o
%,

that:
The hard-boiled formula resembles the main.”
outlines of the classical detective story's
pattern of action. 1t, too, moves from the
introduction of the detective and the presentation
of the crime, through the investigation, to a
solution and apprehension of the criminal.

L "3 -

Another view of the volatile process of the invention of
sub-genres can be educed. We can conceive of the pattern found in all
stories of the genre *as a kerﬁe;§r=nucléus to which extfinsic material
is added in order to create shades éf\fifference§.  Apprehénded in

this manner, the hard-boiled story and spy fiction can be considered

as texts that reflect the reality of their particular time, place,

K

society and culture. In this explication of the formation of sub-genres,

the notion of custems, history and fields of knowledge, 1in short,

of any extra data is important. On a very simple level, this means
v - .

that an Argentinian could situate his adventure on the pampas or that

an Albertan could depict the prairie and the oil wells or that an author

interested in the occult, feminism, or ecomomics could interpolate his

knowledge into the story. For instance, this extrinsic explication

5 =
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of the evolution of the genre through the‘additidn of erudite and eclectic
Ny )

material to the definite pattern of the detectiVe story can be illustrated

very aptly by an Ishmael Reed novel. The author of Mumbo Jumho
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classical detective story or mystery form, follow ed] it more closely
than I had the western or gothic form of my two previous novels," — and
then incorporated into this plot nucleus his ﬁerscnal interests — '"'a
reconstruction of the Jazz Age, a commentary on the Harlem Renaissance,

a capsule summary of Western and African cultural history." 94 In
Canada, to state. a zagﬁate.exgjple, Tim Wynne-Jones, the author af_éhe
recent prize-winning novel 0dd's End wrote a mystery plot d la Patricia
Highsmith and then added to his story, due to h%s love of the fine arts,

interior design and antiques, a substantial catalogue of objets d'art.

If we take a bird's eye view of the higtory of théséﬂﬁféenresi
this idea of extrinsic material adjoined to the structure is clearly
visible: we see how Chandler in the 1940's, used the detective story as

a vehicle to portray the evils of organized crime in a democratic

Egciety; or how Le Carré, in the 1960's, highlighted the reality of

the cold war and of international networks of bureaus of intelligence
and the psychology of deception where man is but a pawn of the state;

or how in the 1980's, the authors of the popular T.V. script Dallas

& present games of power where only the vefﬂy rich, the undaunted and




CHAPTER THREE

You know my powers, my dZar Watson, and yet

at the end of three months I was forced to confess ‘
that I had at last met an antagonist [}rafessar

Moriartx], who was my intellectual equal. My

horror at his crimes was lost in my admiration
/
at hjs skill."
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Theorists of plot, from Aristotle to Brémond, agree on a
minimal definition of what constitutes a plot: it is the arrangement
in a narrative of characters and their actions and any other elements of
the story according to a unifying and controlling pattern or structure.
This guiding structure which infafms a work of art is based on a series
of planned episodes linked in.an order and progressing logically and in-
evitably towards an end point. The plot makes or shapes the story .

: ’

or fabula into a sjufet or an artistic construction noteworthy for its
wholeness, symmetry and aesthetic qualities. ! The author and the reader
respectively create and re-create this central plot pattern: on the one
hand, the author is responsible for the ordering and the arranging of the
causal links and thus the fashioning of the story into a definite and
cohesive ﬁl@t‘stfucture, and on the other hand, the reader is required
to perceive and remember the gDJerning plot pattern of the work. .

In all literary works, there is to some degree the pressing need

for an author to artistically shape his narrative or to give form to a
random story outline. Even long and seemingly amorphous texts such as a/

picaresque novel like Thackeray's Barry Lyndon, or a 31 ldungsroman 11k§ Goethe 's

Wilhelm Meisters Lehrjahre, or a4 roman fleuve liké Romain R@llandls .

Jean-Christophe must be directed and constrained to mould a recognizable
design. An effective way for a writer to achieve a coherent and unified

‘8
plot structure in his narrative is to adopt the short story form. In a short

story, the plot is often devised with the end point and its effect clearly

- @
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formulated beforehand; all sequences of the plot are extremely regulated

to conform with, in Poe's words, a ‘pre-established design.'- A short story

dispensable characters and incidents and

m

reduces the plot by excludin

ng
accelerates the unfolding of the action. In a very organized work like

the short story, events in the plot are pared down and refined to a polish.

Borges, for instance, manages to contrive very complex and symmetrical

plot patterns in his own unique invention of a short short story form.

Detective fiction is one genre, possibly the genre, which most
distinguishes itself from others by bringing into the limelight the
supremacy of blat construction in a work. As our pfgfatext chapter
elucidated, the detective story is primarily determined by its rigid
aﬁd stylized pattern or prescribed structure. For this reason,

many detective works are cast in a short story form. To briefly review: the

detective story 1is a well- crafted artifice that looks first and foremost
inwards at its own fashioning and organization. Unnecessary characters

and episodes and superfluous descriptions are_}rimm&d away to instill a
more unified wholeness into the pattern. The distinct plot pattern in

a detective story is elaborated according to precise formulas or conventions,
the ‘most important convention being the two integral components of the
presiding structure — the mystery and the resolution. Hence, thejentifé

plot structure aims at the clarification in the dﬂnﬂuement of an enigma —

an éﬂigma usuallygaf a criminal nature, evoked usually at the outset nf .
the narrative. ]

The chronological or sequential Qrder of the story or fabula

and the artistic order of the plot or

realistic literature where the fabula or the raw material from which the

story originates and the artistic composition are relatively indiscriminate
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“one from the other. When we ¢xamine novels like Madame Bovary, War and

!

Peace, La Condition humsine or Bonheur d'occasion, the chronological

order is quite closely respected in the artistic text and the reader can
éasily and immediately grasp the plot pattern and gradually the ensuing events.
For instance, Charles Bovary's awkwardness and obtuseness in the exposi-
tion scene foretell his limitations and his derisory fate in the conclusion.
A detective story, conversely, 1is a narrative where the distance between‘
the chronological order and the artistic production is outrightly

visible. In fact, the distinction between the natural and the artisti‘g_,
level is so great that the detective story plot furnished the fcr;alisf
critics with a handy and exceptional genre to study. We could trace a

line of influence from Poe and his theories on plot fabrication of the

short story and the detective story to later critical schools as the
formalists and structuralists v" reconsidered the nature and funcfian

of plot, especially of the detective story plot in fiction.

The detective genre grants the critic an exquisite plot

from which to set up a model of structural units. Only a handful of. \
specialists, notwithstanding the reality that the foremost characteristic

of detective fiction is its plot structure, have ever :an#idéfed the
possibility of a formal approach to the detective genre. It is interest-
ing that Shklovsky, even before Vladimir Propp's 3ﬂ3ly515 of folktales,
pioneered the study of plot constituents by turning to mystery stories —
especially those of Dickens and Doylengis analysis af-Dayle proved that
there existed similar plot segments in every Sherlock Holmes st@rQE He

loosely categorized thg:

ihits of action according to.nine general points

of earlier cases to Watson's misguided non

sequitur and to Holpeks" peroration about the facts.
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The detective story should have become an ideal platform for

structural studies. Decades after Shklav§§yi we ascertain with surprise

that only a few critics have deemed it enlightening to investigate the
intricate and very orderly plot pattern of detective fiction. The

but in literature as a whole, is quite alarming. Compared to other
aspects of the novel or the short story that are overly discussed,

especially narrative perspective and style, the mechanics of plotting

Lol

remain in relative darkness. Let us however take cogni:zance of at least
two critics, Scheglov and O0'Toole, who have explored the detective pleot
structure but limited themselves to the writings of Arthur Conan

Doyle.

Scheglov, in én article entitled ."Towards ggDESETiPEiQﬂ of
exposition scene of many Sherlock Holmes stories. In the examination of
plot units, he discovered that every action in the prologue revalvéd
around the fundamental opposition between 'security' and "adventure."

This dichotomy between, let us say, the security of the Baker street
apartment and the adventure when the client arrives is reflected even in
the very“syntaghatic units and style of the stories. And O'Toole, borrow-

ing ideas from Russian formalism, established his own theory about plot
patternihusing only one Sherlock Holmes story, '"The Sussex Vampire,' as

) représegéativ, of the Doyle corpus. In his article '"Approaches.to
Narrative Structure," Q'Toole defines éhe underlying constant in the fifty-
six Sherlock Holmes stories a3 ''the t;?umph of reaséﬁ over the irrstiaﬁal."g

The critic's presentation of his methodology touches upon every essential

point found in a structural inquiry: 'to study the interplay of Eifinite

2
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'set of rules' operating on a finite 'lexicon' of people, ‘actions and

~ 9
objects to produce an infinite variety of possible textual realizations."
0'Toole's original coptribution to plot analysis resides in the fact that

he insists on adding to the specific structural attention to plot other ‘q}

" areas of investigation as narrative viewpoint, setting and*s;;{g. We

agree with O'Toole that narrative viewpoint is a determining factor in
the structuring of a text and, as our next chapter shall demonstrate,
narrative perspective is-the second best method of creating variations on

the detective story.
J
Apart from the close scrutiny of the structure of a Sherlock
Holmes detective plot which was dound to be based on either 'security

and adventure' or ‘'reason and i}rationality', we should underline

- /
how one eminent structuralist, (laude Brémond, has instituted a system

built on polarization which can’Se applied very well to detegtive fiction
{even though Brémond himself never alludes }o the detectiye genre.).rolnspifgd
by Propp's synthesis of plot elements in Russian folktales, Claude Brémond
has sought to retrieve from literary texts a '"logique des possibles
narratifs." 1 He believes that an examination of plot segments should
include the characters, or to use Greimas' term the actant, together with

the action. We are particularly attracted to Brémond's idea of the bound

connection that exists between the characters and their actions. His

system purports that all events in a narrative are distributed according

to a universal and dynamic dialectical rule: "every action either
contributes to the improvement of a situation or can precipitate a

downfall. Brémond's terms for these processes are 1'amflioration’and la

dégradation. In this perpetual tension or struggle, the characters are

known as 1'agent and le patient. For a critic of detective fiction,
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what is most interesting about Brémond's model is the idea of viewing

each action in itsxtataiity or in relation to its opposite, For example,
if we consider the sequence which Brémond calls piéger or ensnarement,
there are two opposing aspects to one single action — the success of one
protagonist will undoubtedly mean the failure of the other: if a detective
resolves the mystery, this implies that the criminal's plan was imperfect,
or "la tromperie de 1'un est en mEme temps la duperie de 1'autre;

la solution de tiche par 1'un, suppaseAen méme temps la faute de

w 12

‘h o

1'autre. In detective fiction, the plot presents fundamentally the

interplay of opposing forces, the struggle of an allié against an

adversaire. In effect, Brémond's description of the process of piéget
could be read as a précis of a detective plot:

Si l‘adver531re semble disposer de moyens de _
protection efficaces, 1'agresseur a intérét 3 T
le prendre au dépaurvu.!.i Le piége se développe f\
en trois temps: d'abord, une tromperie: ensuite,

$i la tromperie réussit, une faute de la dupe ;

enfin, si le processus fautif est conduit jusqu'a

son terme, ]'exploitation par le trompeur de

1 avantage acquis, qui met 3 sa merci un adversaire

désarmé. 13 '

In detective fiction, Brémond's schema of a successful and an

LS
unsuccessful action or the ‘'pattern of conflict" is most often between
the detective and the czjminal.14 During the course of a detective story,

the adversaries and their actions are closely interlocked. degd, in the

traditional or classical detective story structure, the thoughts and actions
A
of a Sherlock Holmes are solely ¢oncerned with the prior plans and

actions of a Professor Moriarty. Thus, in the detective's search" for
the criminal, the detective becomes closely allied to his opponent and the

. ) . . . 15
possibility exists that he may even be the murderer himself. "~ In most

detective stories, the pattern of conflict centers on the detective and
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the murderer since the narrative opens with the omission of the crime

and ends ;ith the detective's explication of the mystery or the closure

of the omission. Although the traditional detective structure begins

with the mystery followed by the sedentary or active search leading

to the solution, the mystery cén be positioned elsewhere in the plot
stru:%ure and thereby occasion changes in the narrative. Few detective

writers consign the crime to other positions in the text, neve}theless

it is possible for an author to shift his center of emphasis from the
detective and his story of the investigation to the murderer or the victim
and the story of the crime. For instance, if the detective story
culminates with the crime, the accent will be placed on the murderer and
his machinations or on the victim entrapped and waiting for his impending
doom.  Modern literature has explored these displacements in the structure
of detective fiction and has given primacy to the mﬁrderersaﬂdlnr the
victim. Take for example the repeated structure of the duel scene either
in the foreground or in the background of Borges' ficciones. The duel

-
pattern adopts the detective SLFUEt%;F where the murderer seeks out his

opponent pr where the victim lies passively waiting for his death. In the

iy

. : . , N\ L e
novels or stories of each of our authors, Borges, Nabokov and‘bbeiGrilleti
the detective plot structure has been re-arranged and hence the relation-

ship between the detective and the murderer is frequently supplanted by

. . . . S T
_the new relationship between murderer anéﬁ;ttm@

The crime or mystery in a detective story, as we observe, is
the decisive factoer which will determine the role of the opponents and the
pattern of actiaﬁ.lﬁ If an author chooses to locate the mystery at the

outset of his narrative, as most detective writers do, the major action

will necessarily focus UPﬂPthE detective and his investigative procedure

B3
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to capture the criminal. Should the mystery, however, be posited midway o
in the narrative as in Graham Greene's Brighton Rock, there is both

the anticipation before the crime and the investigation after the crime.
In_the event that an author situates the mystery at the end of his story

as in Boileau-Narcejac's Les Diaboliques the plot structure is entirely

devoted to antjcipation and suspense. A few detective stories like

. . . . -
Agatha Christie's And Then There Were None and The ABC Murders include

not one but a whole series of crimes and a few thrillers like Frederick
-Forsyth's  The Day of the Jackal never have the crime actually materialize
during the narrative. The different possible positions of a crime in a
detective story can be clearly diagrammed (the X refers to the position

4

of the crime):

X investigation (usual structure)
anticipation X investigation
- '
anticipation X
X X X x
X ' e X (outside the

narrative)

In addition, the nature or tyée of mystery will engender changes in the
story. In the detective genre, the mystery is normally a murder but it
could also be simply the foreshadowing of a crime as in Doyle's ''The Red-
Headed League,'" or a form of cryptégram as in Poe's "The Gold Bug" or

again a crime with metaphysical or theological implications as in most of
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Chesterton's stories like "The Honour of Israel Gow' or "The Sign of the Broken
Sword ." An author like Jorge Luis Borges, to cite a modern example, is

partial not cnlj to duels but alsa to intellectual problems and puzzles

:"F‘\
or ciphers, and an aq;;ef like Alajn Robbe-Grillet, to cite another
example, finds obsessions transferable to the detective structure.
Altering the position of the crime is a very significant method

for initiating a modification of the detective plot line. However, modern
authors like Borges, Nabgkav and Robbe-Grillet have brought about deeper
rooted transformations of the detective plot structure. We can summari:ze
their substantial variations on the pattern by classifying them uﬂdér two
general procedures. Firstly, an unqualified transmutation of the plot K§

may be carried out by dispensing with one of the essential constituents

of the detective structure, that is— leaving the narrative with no

definite solution. Secondly, a thorough transmutation of the plot pattern

may also be generated by over-complicating the ihcidents and causal links
to form an intricate network or labyrinth of major plot patterns and sub-

patterns, that i — overworking the plot design in the narrative.

By omitting the resolution to a problem or mystery, many ﬁadérﬁ
authors have effected a drastic operation that completely abolishes the
classical plot pattern. Without the required resolution, the mystery
remains opened, inconclusive and suspended indefinitely. _Whereas a closed
narrative with one final correct solution eliminated all doubt and
ambiguity, the plot structure of a mystery without a resolution remains
in the realm éf infinite conjectures and possibilities and fa%:es the

reader to imagine an investigation that would never end. The notion of a

mystery deprived of a solution carries with it the idea that any conceivable

supposition or conjecture is as tenable as another. The plot's irresolution
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also suggests that the investigation could be pursued interminably
and therefore the search would become an infinite quest. There was
already a soupgon of open-ended mysteries in traditio nal detective
fiction vheﬁiauthcrs like J. D. Carr and D. Sayers arranged their plot
patterns to offer at least two equally valid solutions to one problem

(the Janus solution)— one rstlanal and one irrational. In modern

literature, especigllyﬁ

ith Borges and Robbe-Grillet, the
-

inconclusiveness and the opkn-endedness signifies that the detective

plot pattern has been transfeXred from the world of rational ‘explication

to the world of the fantastic to a '"'poBtique de 1'incertain."” !

The second method of cReating a drastic variation on the detective

structure is founded not on the dA\spensation with a plot component but s

on the over-contrivance of the entife plot. This over-complication of

.an- alrea®y inherently well-defined and“erga ﬁ&; ed plot is produced through

the innumerable repetitions Df‘%ipmetriial or opposing sequences of action.
- r il

Hence, the very unified and contrived detective plot has the potentiality

to become a veritable labyrinth of plot threads. In the hands of a Borges

or Robbe-Grillet, the intricate detective plot is wade to transmit a

surfeit of echoes and re-echoes or of coincidences afid duplications. It héd
always been relatively essy for an author to exceed the bounds of the
artificially constructed det%ctive plot and overwork the sysiem of cor-
gg;pgﬁdEHCES and céiﬁcidencesi Like the.i;r ,1 ion of the mystery

which peefed.thraugh in some detective stories, the inordinate entangle-
ment of the plot surfaces in a few detective tales. The modern sub-genre

of spy fiction is an excellent‘illustratian of this complicated inferweaving

afimany plot strands. With respect to our authors, Nabokov is an xpert
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at manipulating the too many coincidences
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Despair and lolita reaches its apex of 'contrapuntal

in novels like

pyrotechnics'" in Pale Fire. Borges, Nabokov and Robbe-Grillet, each

in his own inimitable style and for his own unique imtention, crafts

his super-organized plots by means of duplications and repetitions.

Because the plot of detective fiction is so controlled and
artificially fabricated, such a narrative gives the reader the impression

A sense of destiny can emanate from a plot that depends too heavily on

correspondences and coincidences within its artifice. Whenever there is

a very careful plotting of a work, the events zreate_their own system
of causality and operate above and beyond the - characters. It is the over-

plotting of the detective story that is mainly responsible for the sense
s :

of a ruling destiny or fate in the narrative. Such modern authors as

Diirrenmatt, Robbe-Grillet, Borges and Nabokov are very adept at making

the implicit role of fate or destiny explicit as directing force or

principle. This over-contrivance of the plot which.results in the appear- _

s

ance of a governing fate is very evident for instance in Nabokov's . The

Defense when Luzhin, confronted by a proliferation of distinguishable

patterns — not only in chess but in his own life — feels trapped and
envisages that the only exit from his inexorable fate is to ‘'drop out of
- the game'':

Just as some combination, known from chess problems,
can be indistinctly repeated on the board in actual
play — so now thé consecutive repetition of a similar
pattern was becoming noticeable in his present life.

And the thought that the repetition would probably
continue was so frightening that he was tempted to stng \
the clock of life, ta suspend the game for good
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The detective story, because it is essentially structured on
a well-wrought plot, imperiously engages its reader. The author engineers
his mystery with an eye constantly on the alert, attentive yet confident
in his skill to baffle and overpower his real opponent — the reader. The
reader must measure his intellectual acumen to that of the author in the
'disentanglement of Qhat another entangled' to paraphrase Poe. The creative
effort on the part of the author in organizing his plot, in short, is
matched by the creative effort on the part of the reader in deciphering
and re-organizing the mystery plot. In truth, the author and the reader

are the fwo rivals in the detective contest: ... as in chess, the
'!

antagonists are really two, for the detective story is a battle royale
19 . -
between the author and the reader." The reader is thus invited to

actively participate in the reconstruction of the plot.

\ The reader holds a prominent staturf vis-3-vis the detective
story since he occupies a central role — his role of decipherer outside
the text is analogous to the role of the detective inside the story.

The homology betwggg\fhe role of the detective and the reader has been
percéived by such detective writers or critics as Poe, Chesterton and
Todorov. For all intent and purpose, the reader, -Iike Sherlock Holmes
himself, is asked to reconstitute or piece together the author's

original design or pattern into an intelligible whole. Holmes' words to
Watson in ''The Musgrave Ritual' concerning his method of inquiry and his
énthusiasm for solving a problem could be that of any reader confronted
with a detective tale: "You can imagine, Watson, with what eagerness I
listened to this extraordinary sequence of events, and endeavoured to piece
them together, ang, to devise some common thread upon which they might all

20 . . . .
hang." This contiguity between the detective and the reader is even
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more apparent when the author outrightly challenges the reader as in

Ellery Queen's The Chinese Orange Mystery: "I maintain that at this

point in your reading ... you have all the facts in your possession

:}SQEEEfi_EP a clear solution of the mystery. You should be able, here,

now, henceforward, to solve the puzzle of the murder. " °1

In his battle with the author, .the reader is in a singularly
disadvantageous position. We should not forget that the author's major
intention in a detective story is to stimulate but more importantly to
thwart interpretation: the text is chaotic and yet potentially orderly,
opaque yet pofentially clear, irresolvable yet potentially reducible.
Until the reader arrives at the end of the narrative, ideally he cannot
discern the omissions and the complications and-he will be unable to

identify the function of a particular action with respect to the comprehen-

-

sive plot pattern. Only after completing a first reading or after a
re-reading will the reader be disposed to assemble thé data, recombine ' N

the fragments and re-group them to form a cohesive whole. The reader's

'endeavour to piece the plot together' is incamparably more difficult in

a story like '"'The Musgrave Ritual" than in Madame Bovary since the

so that the sjuZet or the artistic text makes. the story outline or the ¥

A\

fabula incomprehensible until the end point. Consequently, the reader has
to repeat, but in a reverse operation, the same process that the author
initially charted. To illustrate, when Charles Dickens' proceeded with
the actual composition of his mystery plot Barnaby Rudge, the chronologic=

al or natural order was never meant to be the substance of the narrative

text itself. Dickens inverted the chronological order and, from the

vorked his material to coalesce with his intended resolution

conclusion,
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and then added complexities and ampiguities that would impede interpreta-
tion. Poe, as reader of Dickens' novel, had to be equipped with a good
knowledge of the entire written text before attempting to understand or
interpret the plot. The structure of the mystery in its wholeness or
completeness could only be apprehended retrospectively or when Poe had

w22

"feiperuse[dJ Bamnaby Rudge — and with a pre-comprehension of the mystery.

on,

r‘m

After his 're-perusal', like every other reader of detective fi
Poe could perceive and appreciate the author's original ‘'pre-established
design':

But this [chronological] order would by no means have
suited the purpose of the novelist, whose design
has been to maintain the secpet of the murder

Every point is so arranged as to perplex the reader,
and whet his desfre for elucidation.

The parallel between the detective and the reader and the
fundamental participation of the reader in the elucidation of the mystai;
has far-reaching significance for contemporary literature. The reader

contribution to the explication of the text as a sine qgé non of detective

fiction furnishes modern authors with excellent reasons for haying a
penchant for tales of ratiocination. The reader of such enigmatic texts as

Bartleby the Scrivener, The Turn of the Screw, Der Prozess, Moderato

. cantabile or La Jalousie is requested to collect, reconstruct, and’
1ntérﬁret disparate elements to fprm a coherent story outline and speculate
upaﬁ'the confusion and possible solution. This active participation of

the reader is often indicated by modern writers like Butor and Robbe-Grillet.
In fact, Butor went éa:f;r as to includé, in his categories of time in

B 4 :
the narrative, a third time span 'le temps de la lecture." 24 All modern

the reader must ca!gperate with the author in completing the creative act.
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Speaking especially about his enigmatic _L'Année derniére 3 Marienbad
in his essay ''Temps et description,'" Robbe-Grillet's idea of the reader
as co-author with a definite "fonction créatrice" 1is clearly voiged:
1'auteur aujourd'hui proclame 1'absolu besoin
qu'il.a de son le lecteur] concours, un CONCOUTS *
actif, conscient créateur. Ce qu'il lui demande, ’
ce n'est plus de recevoir tout fait un monde achevé,
plein, clos sur lui-méme, c'est au contraire de
participer a une création, d'inventer 3 son tour
1'oeuvre 25
w * L 4
Borges: "el género policial ... un ideal de invencidn, de rigor, de elegancia"
There is probably no clearer single statement of what Borges
cherishes most about detective fiction than the one found in. Bioy Casares'
review™of the volume E1 jard{n de senderos que se bifurcan. His essay
eloquently exposes the pre-eminent reasons behind Borges' attraction for
the detective genre and his recognition of its stylized and predictive
form as a positive value. Borges always thought that, if the detective
genre should ever have a rightful place in the mainstream of literature,
it would be due to its qualities of order, rigor and lucidity: .
_ s
/
Borges, como los fildsofos de Tlon, ha descubierto .

las pos1b111dades literarias . de la metafisica;
.... El jardin de senderos que se bifurcan creay
satisface la necesidad de una literatura de la
literatura y del pensamiento. ... Pero los antecedentes
. de estos ejercicios de Borges ... estin en la mejor tradicion
de la filosoffa .y en las novelas policiales.
"Tal vez el género policial = no haya producido un
libro. Pero ha producido un ideal:, un ideal de
invencion, de rigor, de elegancia ... para los argumentos.
Destacar la importancia de la construccién: €ste es,
quiza, el s1§n1f1cado del género en la historia de la
literatura.

——
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One of our authors, Alain Robbe-Grillet, in an interesting

book review written in 1952 and precisely on Bioy Casares' science fiction

ovel La invencién de Morel (hence this review was written just at the

time of Robbe-Grillet's first novels), begins his critique by referring
to Borges' very influential preface to Casares' novel. This preface,
as we recall, had caustically attacked the looseness and verbosity

characteristic of psychological fiction. In order to counteract this lack

of ei@ctitude and strictness, Borges had invited authors and readers tc

-

ook towards well-crafted novels and particularly to the tightly executed
plot of detective fiction. Robbe-Grillet, in his review, remarks on

the conspicuous merits of the detective genre which would answer the need
F

J
in modern times for an artificially contrived and faultlessly designed

plot. In fact, Robbe-Grillet realized that the detective story, as a

structured artifice, satisfies many of the objectives and ideals of

Borges montre que bien au contraire la.psychologie

épuisée céde désormais le pas; c'est dans 1'anecdete
(souvent de caractére policier) qu'il nous faut

chercher le contenu profond de ces ouvrages artificiels _
dont aucune partie ne souffre d'8tre sans justification. 27

Borges' aesthetics of plot construction upholds the idea that
the stringent rigor of the detective story plot can accommodate the
diﬁensian of the fantastic. As we specified in our model or prototext
of the detective story, the genre demands that the fantastic element
which is often imbricated in the mystery be finally neutralized. With
Borges, however, thevfantastic is not only introduced butimaintained

and never eradicated from the story. Using the structure of an investi-

gation with its problem or secret and then incorporating into this formal

frame actions and ideas incompatible with logic and order, Borges has

134
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created a plot which gives the impression of order and lucidfry but
the plot pattern also finds itself a carrier of the fantastic. The
rigiq structure of the detective story is very crucial to Borges since
for him the fantastic signif;es intellectual and metaphysical concepts
which would be difficult to present in a narrative without the pattern

of an investigation.

When we consider Borges' perception and treatment of the
fantastic, we observe that the fantastic is not a subject or a theme
but 1s intimately integrated within the arrangement of the plot. Consequent-
ly, the fantastic fulfills an integrant function in the investigative plot.
Emir Rodriguez Monegal, who has freqently commented on the detective story
and also on the fantastic tale, insists that the various types of the
fantastic are ' ... not just subjects but procedures used in the structur-
ing of a plot. They belong to the férmal and not to the themétic fabric
of the story." 28 In the same manner that Borges has Qritten one central
essay, '"El arte narrativo y la magia,' on his aesthetics of plot con-
struction and notion of ''magical causality,'" two of his essays, 'La flor
de Coleridge' and 'Magias parciales del Quijote," disclose quite 1impidly
'
his major types of the fantastic. - If we had to outline the main areas of
the fantastic in Borges, four principal types could be listed: 1) the
inner duplication of a work of art inside another work of art, 2) dreams
invading reality, 3) all aspects of time including regressions in timéz |
infinity or circular time, and forking times, 4) the idea of the dauble.zg
All these four general categories of the fantastjc, and this should be
clearlyiunderstood, although sharply distinguishable as separate concepts,
have a similar effect upon the plot — repetition. The fact that the effect

is similar causes the types of the fantastic to appear to merge in one

@, «
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story. Furthermore, in a single story, there is usually more than one

type of the fantastic interlinked with another type, for instance, in

"El jardin de senderos que se bifurcan'" and ''La espera,” the plot weaves
S

all four types.

Although there are a number of studies exploring the fantastic

in Borges' ficciones (and the fantastic generally as it appears in '

Spanish-American letters), very few critics have examined the detective

30

plot structuring these tales. D&yféfitié; however, has recognized
that Borges' stories consist Yor the most part of the presentation of

an enigma or mystery. No€ Jitrik designates this enigma as the '"kernel"

story: '

11 v a donc des degrés dans 1'&nigme, mais toujours
énigme, qui joue un rbBle de noyau structurant.

Cette permanence de 1'énigme naft précisément de la
diversité des énigmes. ... dans les contes, il s'agit
d'énigmes, non de simples définitions des énigmes;

cela exige une incarnation, une dramatisation, cela
exige que 1'énigme soit racontée, (e qul produit un
changement de plan: 1'énigme en JZmps que noyau engendre
une forme qui 1'§§primg et 1'englobe; or, cette forme
est 1'enquéte.

Our study, at hand will be one of the first to analyze the detective

plot and its conjunction with the fanthstic in Borges' fictions.

Just as the detective genre is traditionally categorized either

as a tale of ratiocination or a hard-boiled adventure, Borges' stories

likewise encompass in varying degree and fashion these divergent types
of investigations. The nature of the investigation may range from the

purely cerebral puzzle as in '"La escritura del Dios" to the purely

physical thriller as in '"Emma Zunz.'" Most of Borges' stories manage to
Sl

combine the decipherment of intellectual and metaphysical problems with
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the elements of violent pursuits and encounters that lead to dagger and
f

We begin our analysis of

]
W
b |
it
m
%]
L
]
lal
e
2
=
1]
['e)
L}
o
L
=
"
et

gun fights or other
Borges' variations on the detective plot with his distigitly labelled
'detective stories' "El jardin de senderos que se bifurcan" and 'lLa
muerte v la brﬁjula," 32 We shall then proceed to isolate and identify
the two forms that control his plots — firstly, the intellectual enigma

requiring a sedentary investigation, and secondly, the active search or

adventure which culminates in a duel and death.

The apparently complex plot of the story "EIl jard{n de senderos

n

que se bifurcan” divides itself into two major sections. There is the
outside plot or frame about the spy Yu Tsun who elabcf§t65 a plan and

then carries out his mission. The outside story begins the narrative,

is interrupted, and then is cﬁngguded in the last two puraéfgphs. This
plot outline is only resumed af;er a long hiatus or omissjon and consequent-

*

ly, the reader must remain ignorant of the spy's actual plan until the_endg
The middle segment ér "inlaid" pattern in the narrative contains another
plot line or another riddle. 33 In this ‘"embedded plot," Herfinthhe
dialogue between the spy and a scholar named Stephen Albert who has spent
his life absorbed in literary criticism in his decipherment of Ts'ui P&n's
fictional mastefaiécei 34 These two investigative plot lines — Yu Tsun's
plan and search ;ﬁd Stephen Albert's research — converge, however, iﬁ
many ways and at many points. The interpenetration of the two major plots
is made overt by the very title of the text Stephen Albert deciphered —

El jardin de senderos que se bifurcan. This is the title given as well to

the spy's manuscript or to the narrative (and we may add, also the title
of an entire collection of Borges' stories published in 1941 in which®

this: story appears.) The heroes of the two independent investigative plots,

-
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overlapping of the two plot lines: '"Voyez-vous aussi 1'ironie? Albert
a déchiffré une espéce de cryptogramme en comprenant le sens de 1'oeuvre
de Ts'ui Pén, et, & son tour, lui-mBme — c'est-d-dire, son nom — fait

. . 35
partie d'un autre cryptogramme." 35

The outside narrative about Yu Tsun is immersed in the tradition
of spy fiction, A spy story, in contrast to most detective stories,
% -
is reputed for its double or triple pursuits, In stories like John

Buchan's The Thirty-nine Steps or John Le Carré's The Spy Who Came

In From the Cold, there is a network of adventuyres where ''a man hunts

and in turn is hunted." 36 Yu Tsun is, 1in truth, a German spy who has

devised a scheme to find and kill a man with the surname Albert, but

at the same time, he is being chased by his opponent Captain Richard
' )

Madden. This interlocking system of pursuits — Madden chasing Yu Tsun

and Yu Tsun tracking down Albert — dempenstrates brilliantly an action

typical of spy fiction. Yu Tsun, péssesscr of a secret, imagines a
ruse which will enable him to communicate his message very openly through
the newspaper. This tactic of hiding a secret in full view reminds one

37

of the idea behind Poe's 'The Purloined Letter ." At the end, we

learn that the ‘ret Yu Tsun wished to reveal was the name Albert —

the name of tle town to be bombed. By a strange irony of fate, he héd
to select the respected specialist of his late cousin's work. Before
Yu Tsun 5h99t5 élbgzif he listens to a very important discovery about
his lost causin';;labyrinthi Listening to this fascinating decipherment
caused Yu Tsun to lose a precious hour. Thus, Yu Tsun postpones the

killing of Albert until the arrival of his pursuer Richard Madden. After
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the murder of Stephen Albert, Dr. Yu Tsun is apprehended and, while
waiting for his own death in prison, writes his report ab#ut the two
investigations — his own and Stephen Albert's.

The outer spy narrative envelops an inner story which
is structured on the plot of a problem and search. This type of
investigation is less fierce than the former but much more time-
consuming. A researcher has devoted his entire life to the discovery
of the secret plan behind Ts'ui P&n's book and labyrinth. After

iristic task for years, Stephen Albert finally

toiling at this h

locates and deciphefrs a fragment of a letter written by Ts'ui Pén.

While reading this fragment, Albert undergoes a moment 6f ecstatic
illumination and understands that this new vision of time is the key
to fathoming the puzzle

Dejo a los varios porvenires (no a todes) mi jardin
de senderos que se bifurcan. Casi en el acto
EDmprEﬁdl el Jardln de senderos que se bifurcan
era la navela cadtica; " la frase varios pervenlres
(no a todos) me sugirié la imagen de la bifurcacién
en el tiempo, no en el espacio.

From this fragment, Albert conjectures that Ts'ui P&n's overheard

words had been misiﬂterpr;ted and that he had not constructed two »
separate puzzles but that h;g book and labyrinth were one and the same,i
Beyond this recognition, the scholar or sub-detective had to imagine
Ts'ui P&n's conception of time based not on the idea of an absolute
extension in time but on the idea of an infinite system of simultaneous
tifies that continually branch out. This original vision of infinite

time with its forking and parallel times that encompass all possibilities
in time manifests itself by the repetition of different versions of an

action in Ts'ui P&n's literary work. Stephen Albert takes pleasure in




apprehending how Ts'ui P&n's novel is indeed composed in the form
of a riddle since the secret word, as in all riddles, has been
omitted:

S€ que de todos los problemas, ninguno lo inquieté
y lo trabajo como el abismal problema del tiempo.
Ahora bien, &se es el (nico problema que no figura
en las paginas del Jardin. Ni siquiera usa la
palabra que quiere decir tiempo. ... El jardin de
senderos que se bifurcan es una enorme adivinanza,
o parfbola, cuyo tema es el tiempo; esa causa
recondita le prohibe la mencidén de su nombre.

(pp. 478 - 479)

The story of Yu Tsun's murder and the story of Stephen
Albert's philosophical and literary decipherment intersect at one point
in the narrative. 32§f§6E§}Fjlity that these two spheres of action and
these two individuals would ever merge was very remote. Yu Tsun's
journey and murder of Stephen Albert is presented as one possibility
of infinite bifurcating time, and in this particular instance, 'Yu Tsun
is Stephen Albert's enemy: "El tiempo se bifurca perpetuagente hacia
innumerables futuros. En uno de ellos soy su enemigo.' (p. 479) In a
modern selfﬁrefléxive text as this one, the encounter or duel of Yu Tsun
and Stephen Albert is mirrored with subtle variations on many occasions
within the narrative. Even before Yu Tsun enters Stephen Albert's house,
he imagines the infinite labyrinth constructed by his cousin, who as it
happens, had been murdered by a stranger: ''Trece anos deéicé a esas
heterogéneas fatigas, pero la mano de un forastero lo asesind y su novela
era insensata y nadie encontr$ el laberinto." (p. 475) Hence, with Ts'ui
PEn's death, there is a foreshadowing of the final murder — the deci-
pherer of the labyrinth will meet the same fate as the builder of the
labyrinth. Apart from this inner duplication, to explain the contra-

dictory chapters of Ts'ui P&n's book, Stephen Albert exposes the idea
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of the multiple possibilities inherent in one action or one
bifurcation in time by refererice to the hypothetical action of Fang

¢t, 15 another

"

confronting an enemy. This example, as we should exp
inner parallel to the present visit of the stranger Yu Tsun to the
garden of Stephen Albert. This supposition, however, reverses the

roles of the stranger and the victim:

De ahi las contradicciones de la novela. Fang,
digamos, tiene un secreto; un desconocido llama
a su puerta; Fang resuelve matarlo. Naturalmente,
hay varios desenlaces posibles: Fang puede matar
al intruso, el intruso puede matar a Fang, ambos pueden
salvarse, ambos pueden morir, etcétera. En la obra de
Ts'ui P&n, todos los desenlaces ocurren; cada uno es el
punto de partida de otras bifurcaciones. Alguna
vez, los senderos de ese laberinto convergen: por
ejemplo, usted llega a esta casa, pero en uno

\ de 10s pasados posibles usted es mi enemigo, en
otro mi amigo. (p. 478)

Or again, while reading out loud two chapters of Ts'ui P&n's book,

Yu Tsun is overwhelmed by the repetition of the same action of a
duel*that closes each chapter and prefigures his immediake intentian:
'ﬁecuerdo las palabras finales, repetidas en cada redaccion como un
mandamiento secreto: Asi combatieron los héroes, tranguilo el admirable

corazén, violenta la espada, resignados a matar y a morir." (p. 478)

" The infinite possibilities contained in one branching of
time are made visible in the story through iﬁngj duplitatign$g‘ As
Borges indicated in his essay defining one , type of the fantastic,
'"Magias parciales del Quijote,"  when Hamlet is spectator of the play
Hamlet and when Aeneas looks at a bas-relief depicting his future
conquests, oOr in this story, wMen Yu Tsun reflects on Ts'ui Pén's

death or on the duels in Ts'ui P&n's book or on Albert's hypothesis

L

about Fang, there emergeg, within the narrative, the dizzying



repetition of similar actions, some ‘real' and some 'unreal'. 39 The

duels in Ts'ui P&n's novel or the con&ectural referenées to Fang are

not of the same nature as Ts'ui P&n's or Stephen Albert's violent
murders or the eventual death of Yu Tsun o; the gallows. In this
narrative, Borges makes use of the inner duplication of the same action
of real or unreal duels to elicit his vision of infinite time; like-
wise, 1n other stoE}es és "La espera,' the repetition of an identical
plot of a duél is produced by means of dreams within dreams, or in
"Tema del traidor y del héroe," the endless, cyclical repetition of an

action is made evident through actual or invented Julius Caesar-like

assassinations.

The repetition with slight variation of an action carries
with it the idea of fhe interchangeability or the transferability of
the opponents. With the action of a duel, the roles of the oép@nents
can be reversed. Borges utilizes to advantage the concept of the
double. in this interchangeability between characters. The reversing
of roles between adversaries is very evident, for instance, in the
confusion that arises between the opponents Yu Tsun— a Chinese who
is a; English Professor emplo&ed as a German spy and Stephen Albert —
an Englishman who is a specialist in Chinese culture and literature.
We see here very clearly the symmetrical inversion between opponents.
This symmetrical opposition or exchange is recognizable on other
‘levels, for example, the role of the stranger who killed Ts'ui Périis
now - assumed by the intruder Yu Tsun who shoots Stephen Albert.

The igierrelationship between the herées of the narrative can be

A4
represented in diagrammatic form where wewobserve how each character

is intertwined with or exchangeable with Phe other. We underscore
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the characters' roles as murderers, victims or detectives:

spy detective - detective
murderer Yu, Tsun< >Step§3n Albert victim
(victim) A R N
LT~ o
i \\ - 4
i > ‘
i \\
murderer strangdfr¢ - - — — — 515'3i pén victim

With the early narrative,

bifurcan,"

Borges rests primarily on the written Word

"El jardin de senderos que se

we can already.consider bow the realm of detection for

or the. Book as medium

of the secret or mystery.

or solve messages or riddles.

N ~

(using Albert's name as his secret), participate in composing recondite

texts and the scholars or detectives

English police delve in literary exegeses to decode the riddle or message;

for Albert,

The characters'

The writers'

tasks are either to create

and Yu Tsun

Ts'ui Pé&n

Stephen Albert or the German and

the clue to unravel Ts'ui P&n's book was the fragment of

the letter and for the police, the clue was the newspaper h€adline.

This activity of deciphering puz:zles

'‘outside' reader.

can also be seen to involve the

Thére is the self-reflection of the process of detect-

ion where the characters engaged in decoding riddles inside the text

mirror the reader's interpretation of Yu Tsun's friégpnt about the spy

adventure and the scholarly research outside the text.

'"La muerte
in two way

pure reaso

The enigma or the problem which requirés elucidation in
y la brdjula' is approached by the detective Erik Lonnrot
s. At the outset, the narrator characterizes Lonnrot as a

ner or a Dupin figure and also as an adventurer or gambler.
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both his intellectual curiosity and his venturesome spirit. Corres-

ponding to these two general methods — the 'immobile' and the 'mobile’
investigation —, the short story presents: first, Lonnrot as an

armchair detective decipheriﬁg esoteric texts, and second, Lonnrot

In the first half of the narrative, Ldnnrot scrutinizes
arcane documents in his study in order to discover a Rabbi's
murderer. Rather than remain with the mundane hypothesis
that Rabbi Yarmolinsky had been killed by a thief, Lonnrot conjectures
that the key to the murder mystery can be obtained thféugh an examina- !

tion of the Rabbi's books and the decipherment of his typewritten note

with the Efy?tic words '"La primera letra del Nombre ha sido articulada.’

(p. SGQ) TwG successive murders are c@mmitted in a very strange yet

methodical and similar manner: eacE}murder occurred at the same date

each month in equidistance from each other and m@%t of the clues left

' near the bodies were identical, for instance, the note about the
secénd or third letter of the Name, This series§ of murders confirms
the detective's conjecture. In fhe second half of the 'story, on the
brink of a salugi@n, Lénnrot aspires to verify his conjecture by
travelling to villa Triste-le-Roy. He encounters the criminal

Scharlach in the deserted house and learns that the search he conducted,

albeit accurate, had been determined by a pre-arranged secret plan
inspired by his ggthad of investigg;ian. Scharlach was prémpted to
devise this se:retlplan when he fortuitously learned about the

detective's unusual approach in a journal article. The motive for

Scharlach's plan of "tejer un‘laberiﬁt@ en torno del hombre que hab{a
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encarcelado a mi hermano'" (p. 506) was revenge and in this revenge
battle, at the level of the detective story proper, the victory of
ensnarement goes to the murderer — the detective Lonnrot will die
‘at the hand of his enemy.41 From Scharlach's long explanation,
Lonnrot apprehends that, ﬁébind the series of murders, there was a

concealed strategy that led inexorably to his own death.

The roles of the opponents, the detective and thé murderer,
are .exchangeable in ''La muerte y la bridjula." Traditionally, we have
the detective's pursuit of a murderer or the murderer's independent plan i
to entrap his victim. However, in this short story, the murderer's
machinatign depends entirely on the detective's investigative approach.
(In this case, the detegtive and not the criminal proves to be the
creative agent.) Red Scharlach perpetrated a series of crimes, some
‘real, some imagimary, to enmesh the detective. 'The murder;}'s plan
is omitted because of the narrative structure: in the first ﬁart, oqu
the actions surrounding Lonnrot's investigation are depicted; in the
second part, the re-interpreta%}on of these same crimes are reviewed
and explained by the.murderer himself. Thus,'this narrative is
constructed according to two interrelated plots — the plot of the

detective's investigation and the plot of the murderer's machination.
.

These two plots are identical but inverted because of the roles of the

opponents where, unknowingly, the detective Lonnrot precipitated the
action which he himself investigates. The close relationship between
opponents consists in the criminal's adoption of the same plan or

as determined by the detective. This transposition of analogous

suggests that each opponent is a mirror image, counterpart or double

of the other. The connection between doubles is made sharply evident by the
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names of the antagonists — Ldnnrot and Red Scharlach — , names that both
signify red or blood. 42 The similar yet reversed relation between these

two opponents creates a plot based on symmetry, repetition and in-
version. The two main divisions of the story reflect yet contrast each

other at every point. Also, these two plot patterns not only co-exist

but interpenetrate and oppose each other during the unfolding of the
narrative to coalesce into one same plot. In schematic form, we can

illustrate how the two plots of the narrative can topple like a folding
chair, one section completely upon the other. In other words, the

plan of action of Scharlach is made to parallel in every respect the

original plan of Lonfirot until they meet at the appointed center of the

labyrinth:
Q§F§?E1ve lgnnrot B Red Scharlach  murderer
victim j
Duel
c
- !&'\
It is very appropriate that the above configuration of the

*
two plots should form the design of a diamond, a rhombus or a tetra-

gram. This geometrical figure of a {;zenge, or a short form of a

labyrinth, is the structure of the text and is found duplicated inside
s £

the text — from the lozenge pattern in the windows, to the lozenge .

multi-colored print of the clown's suit, to the supremely more

important configuration that draws the arranggment of the four murders
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and ultimately the mystery that Lonnrot was attempting to resolve,

God, the Tetragrammatan.43 Detective L&nnrot, it should be remembered,

that is, the symbol or four letters that represent the Hebr ame of .

was preoccupied only indirectly with the routine investigation of a
murder. His primary objective was loftier; he was concerned with

metaphysical and theological problem. He believed that by studying

‘w

and uncovering a metaphysical enigma or the Name of God he would thereby

obtain %Pelu:tably the name of the murderer: ‘el investigador Erik
Lonnrot se habia dedicado avestudiar los nombres de Dios para dzr con
el nombre del asesino." {p. 501) The pursuit of a theological
problem was so absorbing that it persisted in overshadowing Lonnrot's
pure detective work. In fact, when he greets the gangster Scharlach
in the villa, his first words ironi cally are tg-iﬁquire ¥f Scharlach

is also in search of the Secret Name: "Sihﬁrlachéusted busca el

Nombre Secreto?" (p. 505)

Although Lonnrot, dedicated to metaphysical queries, is the
victim of the revenge plot, he is nevertheless triumphant with his vision

of infinite or circuiaf time. Just before he is killed, he reminds

Scharlach that because of circular time or the eternal return, there

\M\

will be further periodic enactments of thi: duel scene.  The notion

of circular time is intuited in the narrative from the moment Lonnrot

takes the train that will bring him to the villa. The villa, concrete
image of infinite time, is a labyrinthine space with the endless symmetri-
cal repetition of corridors, rooms, statues and mirrors. This immense con-
struction, enveloped in an atmosphere of ominous silence and stillness

where every object and movement appears hallucinatory, heightens the

irreality of the last scene. Infinite time is also perceived by the
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weariness with which the two opponents perform the ritual act. Both
seem struck by an overwhelming force or monstrous destiny or fatality

that requires them to accomplish the act as though in a dream:

(Scharlach] habfa participado en la breve lucha,
apenas si alargd la mano para recibir el revdlver

de Lonnrot. Habld; Ldnnrot oyd en su voz una .
fatigada victoria, un odio del tamafio del universo,
una tristeza no menor que aquel odio. (p. 505)

Lonnrot, in his last speech, asks Scharlach to vary the death scene

p——

so that in his next reincarﬂatian, the elaborate plot may be simplified.
Instead of having his adversary weave an intricate plot, Lénnrot

proposes that another more simple labyrinthine configuration of infinite

and circular time would be Zeno's straight line:

. Sintié un poco de frio y una tristeza
impersonal, casi andnima. Ya era de noche; desde

el polvoriento jardin subid el grito indtil de um
pdjaro. Ldnnrot considerd por ultima vez el problema
de las muertes simétricas y periddicas. ... Scharlach,

cuando en otro avatar usted me d& ca:za

— Para la otra vez que lo mate =—:rep1icé Scharlach —
le prometo ese laberinto, que consta de una sola linea
recta y que es invisible, incesante. (p. 507)

In his complex detective stories, '"El jardin de senderos que
se bifurcan" and ''La muerte y la brujula," Borges has assembledxa
motley group — the international spy!Yu‘Tsun; thg armchair det:étives
Stephen Albert and Erik Lannrat,xgpe gangster murdéTET Red Scharlach.
These detectives and murder#rs, as we noticed, were either engaged in
the disentanglement of intellectual problems or embroiled in chases and
violent crimes and duels. Consequently, in terms of the vocabulary of
detective c;itféﬁsm, Borges' stories are patterned on the structure of

the 'immobile' or 'mobile' investigation; that is, the classical -

detéctive story or 'tale of ratiocination' and also the hard-boiled
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thriller or spy fiction. Borges has aptly amalgamated the 'pure' puzzle
story of a Baroness Orczy or Ellery Queen and the 'impure' thriller or
American gangéter film in the plots of his variations on the detective
story. In combiming the plots of an intellectual examination and a
violent adventure, Borges has assignéd to the character who has the role
of detective in one plot (Albert and Lonnrot), the role of victim in

the other. Whereas some of Borges' fictions, like his two reputed
detective stories, unite the two types of investig;tive plots, other
narratives give more emphasis either to the perplexing intellectual
enigma or to the brutal dagger or gun fight. In order to look a£ each

individual type of detective plot more closely, we shall discuss

"La escritura del Dios," 'El fin,'" and '"La espera."

No better example could be given of a sedentary investigator
than that of the prisoner Tzinacdn in 'La escritura del Dios' who,
while sitting in the darkness of his cell, is exclusively devoted

45

(he necessarily has to be) to the unravelling of a secret code. This

prisoner  sub-detective is burdened with the metaphysical enigma of

deciphering the magical sentence handed by God to humanity to explain
His divine plan. After long hours of contemplation, Tzinacan conjectures
that this sentence could be written on one of God's creatures, the

jaguar confined in the adjacent cell. Thus, he will expend much labour

and time in trying to arrange the spots on the jaguar to conform to a
distinguishable configuration or sign. Tzinaéég becomes less and less
absorbed in the actual toil of finding and deéoding the message on the
jaguaf and more and more enthralled in the idea of God as the writer of

7
a secret message and the type of message this would be:
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No diré€ las fatigas de mi labor. Mas de una vez

grité a la bSveda que era imposible descifrar aquel

texto. Gradualmente, el enigma concreto que me

atareaba me inquietd menos que el enigma genérico

de una sentencia escrita por un dios. /Qué tipo de

sentencia (me pregunté) construira una mente absoluta’?
(p- 597)

Hence, ensconced in his meditation, Tzinacdn has, in a dream within
a dream, a moment of ecstacy where the radiance and light impress
upon him God's secret plan. (Similar revelations are glimpsed by
the hero or Borges himself in the stories "El1 Zahir" and 'E1 Aleph.')
A personal experience of such a %apturcus vision, where time and
individual identity are abolished, is acknowledged by Borges in his
confidential essay ""Sentirse en muerteé"dé In this story, as in many
others, Borges u%gs to great effect the symbolism of darkness and
light. The darkness penetrates the jail cell before and after the
visionary experience, while brightness and illumination manifest

the experience itself. The imagery of darkness and light concurs

well with the process of detection — darkness symbolizes ignorance
and fear and light the clarification of the enigma.%’

The intellectual puzzle for Borges appears to be always
related to a concrete decipherment of writing. Tzinacan, for instance,
was involved in the task of readifg the msgicil sentence imprinted on
the jaguar. We also saw how Lonnrot was intrigued about the typewritten
note concerning the name of God and tried to decipher this secret Name
or how Albert had to correctly read the fragment of the letter to explain
the secret plan of Ts'ui P&n's book. We could argue that the sedentary
investigators in Borges' fiction very often approach.their task of decipher-

to the puzzle. This image of the detective as indefatigable reader is
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ideally portrayed in Borges' "Kafkian story” '"La biblioteca de ngil."As

All the librarians, entrusted with the arducus and impossible project
of exploring the interminable hexagons of the library in search of the
secret Book of books, are described as ''descifrador ambulante,'

e - . . . R 49 .
"'viajeros' and 'buscadores oficiales, inquisidores."” Borges'

powerful metaphor of the universe as a Library leads one to envisage

the detective as '"[e]l hombre, el imperfecto bibliotecario" (p. 466)

metaphysical perplexities. Borges, as a 'real' librarian with the

other fictitious readers or detectives in the 'biblioteca de Babel,’

was unable to locate the secret key or Word in this library, nonetheless
he found comfort in his idea of infinite or circular time. However
hopeless the enterprise of the librarians, the narrator feels assured

that because of infinite time, the disorder of the library will eventual-
-

ly be repeated té create an order — the Order.

The investigators in the library, as most of the readers or
detectives in other stories, discover that the prodigious problem under
scrutiny focusses ultims%eiy, in one way or another, on some aspect of
infinite and cyclical time as in "El1 jardin de senderos que se bifurﬁanﬂ'
"La muerte y la brdjula,”" "Tema del traidor y del h&roe" or 'Los
teSlogos" or on other facets of this circular time as the abolishment
of time in a visionary experience as in ''La escritura del Dios" or
"E1l Aleph," the idea that time can stop as in "El milagro secreto,"

or regression in time as in "El inmortal,"” 'La otra muerte' or 'Las

A Apart from being readers, Albert and Lonnrot are also, through
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unforfun&te circumstances, opponents in a duel, in this case the victims.
WNe stud{ed "La escritura del Dios" because it is an uncomplicated story
pPrincipally about an intellectual decipherment and in the same way,

let us now consider two narratives that are starkly reduced to the plot
action of a duel. In one story, "El fin," Borges has depicted opponents
that are gauchos and in another, '"La espera,”" the enemies are gangsters.
In these plots which concern the relation between murderer and victim,

the classic detective story pattern of mystery and investigation has
been reversed. Thege “"inverted detective stories' center on the
murderer and his machination, that is, the fabula or first story,

rather than on the detective and his investigation, or the sju?et or

second story. 50

The plot structure gfrg duel, éither as dagger fight or gun
fight, simultaneously conjoins two opponents in two distinct actions:
the killer searching and challenging his fﬂey and the vi;tim waiting
helplessly. Thus, a duel is a plot pattern that contains within itself
two complementary actions or movements. From the final open combat,
only one opponent will emerge Qictorious. The strategy of the duel in-
dubitggiy'éignifies a life and death conflict of a murderer and a ;\”V
victim. Claude Brémond's model, founded on the principle of the polgggé§=
ti;n of action, applies very well to plots which engage opponents in

duels. In a duel, we perceive how the adversary who manoeuvres to

enmesh the other forces his enemy into a hopeless situation. This means

that the success of one opponent brings about the annihi MRion of the oﬂ’xer.

Using .Brémond's terminology, the murderer and the victim implicated in
the action of ensnarement can be considered l'ageﬂt and le patient,

where, at the same time, the murderer is in a position of amélioration

.

o
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thereby causing the victim to be in a position of dégradation.
Apart from its affinity with the pattern of an 'inverted
detective story' or the story of a murder, the action of opponents
waging a duel is also the focal point or scene in the western or
gaucho story and the gangster or spy story, or again, the western

.51 . .
and gangster movie. We can think of such famous shoot-out scenes in

westerns as Stagecoach (1939), My Darling Clementine (1946), High Noon

—,

1952) and Shane (1953) or the gun-fight in such early gangster movies as

Little Caesar (1930), The Public Enemy (1931), Scarface (1932), and

in such later versions as On the Waterfront (1954), Bonnie and Clyde (1967),

or The Godfather (1972). For instance, can we imagine a western or

gangster movie without its archetypal scene — the ubiguitous gun-fight —

where a Gary Cooper, John Wayne or Clint Eastwood crush the villain

or ‘where.a Edward G. Robinson, James Cagney or Burt Lancaster pursue

52 , , . ,
or hide from the enemy. For his part, Borges speaks of his personal

admiration of ‘'Josef von Sternbergis unforgettable gangster films"

where in the final scene George Bancroft always surprises his opponent

. 53
ar_gunpoint:

El] adore et idéalise les images populaires du
courage illicite ... le gaucho, le compadre de 1900,
1'héroi'que gangster nord-américain de la belle &poque.
I1 me parla avec admiration des premiers films
de gangsters de Josef von Sternberg, uniques en leur
genre d'aprés Borges, et me montra comment & la fin
de ceux-ci George Bancroft montait 1'escalier, revolver .
en main, pour tuer son crapuleux rival. °

To be sure, as the critic Donald Yates notes, "the intricately plcttedA'
and controlled dramatic situation" that transpires in Borges' tales derives
fram the author's fondness for formulaic literature: 'his passion for
fantasy and detective fiction, for gangster films, tales of gu;EQ§ ... has

influenced the narrative structure of virtually all“his prose fiction." =



The movement of the action in "El fin'' underlines the bipolar

nature of the duel and can be easily outlined step by step or in diagram
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form: 1) the Negro's waiting at the inn, 2) the approach of the stranger

Martin Fierro, 3) the meeting and dialogue of the two men at the imn,
4) the displacement of the two opponents to a point on the plain,

5) the actual dagger fight, 6) one opponent's death and the other's
_y 5
weary and downtrodden return to the inn. 6
£

waiting — challenger

murderer ‘ victim
The story presents only the Negro's last afternoon of waiting, but in
truth, he had been waiting for this duel a very long time: ' — Me estoy
acostumbrando a esperar. He esperado siete anos." (p. 520) 57 Before
the enemies engage in a duel, the reader learns from their final words
the motive behind their encounter — Martin Fierro had previously killed
the Negro's brother. (This revenge of a brother's death was also the
reason for Scharlach's killing of Lonnrot.) Martin Fierro and the Negro

speak abouts their reluctant yet compelling need to fightithE'gtheri

deed: 'Mi destino ha querido que yo matara y ahora, otra vez, me pone
el cuchillo en la mano." (p. 520, we underline) The Negro or the waiting
he leaves the fatally wounded opponent on the plain, he feels that his
own purpose and life has come to an end. The enemies are determined

by this action of the duel and when one dies, it is as if the other had

lso died. The observer of the duel, Recabarren, reflects on the Negro's
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abashment following the fight. At the close of the narrative, the
reader is left to imagine the Negro still strumming his guitar while
waiting for Martin Fierro's sons or brothers to come and revenge the
murder. We can intuit how this action or the duel will perpetrate
itself endlessly. '

“El fin" contains a relatively long passage about the plain
where the duel will occur. Beginning with the description of the plain
in the moonlight, the style and tone of the gaucho story abruptly
changes. The plain, the space of the impending crime, is depicted as
an abstract, hallucinatory setting or ''lieu du destin." 58

La llanura, bajo el Gltimo sol, era casi abstracta,

como vista en un sueno. ... Se alejaron un trecho

de las casas, caminando a la par. Un lugar de la

llanura era igual a otro y la luna resplandecia.

Hay una hora de la tarde en que la llanura esta por

decir algo; nunca lo dice o tal vez lo dice infini-

tamente y no lo entendemos, o lo entendemos pero es .
intraducible como una musica... . (pp. 519, 520, 521)

"

This type of dream-like setting is a constant feature of tgzzduel scene;
it serves to combine the unreality of the fantastic wit? the violence

and stark réality of the gaucho story. For Borges, the duel

unfolds {n a labyrinthine space, either a complicated architectural
edifice or a vast deserted plain; in geometrical terms the complex
villa as opposed to the straight line, ("La muerte y la brujula'), or in
parabolic terms, the palace as opposed to the desért. (""Los dos reyes

y los dos laberiﬁtos")sgAt the center of this labyrinth, there is thé
ritual duel and ultimate death of one opponent — be it Stephen Albert,
Lonnrot, Martin Fierro, Villari, Dahlmann, Asteridn ... . In his use
of these spaces which convey a dream-like atmosphere,\ Borges' loci in
quo can be compared with the eerie nightmarish setyings of Poe. Indeed,

Borges has described Poe's inimitable settings as the most powerful and

PN = i e s s e e - - . e = - i
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poetic element in his stories. 6 These ominous settings impart to Poe's

narratives the mystery of an other-worldliness.

The description of the space of the duel which causes a break

/

and meanings other thaﬂ'the personal ethics of courage and undauntedness
of the gaucho or man of the pampa.’ The labyrinthine space of the

duel is not only signﬁficant as the particular architectural or geagraphici
al location of the duel, but as we have previously explained, the
labyrinth is symbol or métaphor for Borges' vision of infinite

time and the eternal repetition of events in time first set forth in

. 61 . . ] . .
"Sentirse en muerte." The duel action occurs in a moment outside of

time, that_is, in a moment of ritual or mythical time. Within this <\\
sphere of infinite tim#, the action of the duel will be repeated )
periodically by the opponents. It is this endlessness of time or J -
repetition in time that explains very well the 'infinite weariness' of

the enemies as they prepare ‘'once more' to clash their knives or daggers

togetgé?. Martin Fierro and the Negro, 1like other opponents, know that

. a
the specific duel on the plain is to be re-enacted perpetually. Also, .

“

because of this idea of infihite time, when the opponents stand one in
froﬁt of the other as doubles, they are aware of their lack .of personal
identity. The conclusion in "El fin,g és the famous passage in ''La forma
de la espada,'" is one of the clearest expressions of the interchangeabiiity
of the doubles or of their dissolution into anonymity: ‘'Cumplida su tarea
de justiciero, ‘ahora era nadie. Mejor dicho era el otro: no tenfa

destino sobre la tierra y habia matado a un hombre;” (p. 521) In many

of Borges' stori%g} this anonymity is brutally made visible by the

frequent use of the verb 'obliterate' (''deshiciera") to designate the



in the context of a gangster milieu, an interegting distinction between
two types of duel stories should be made. In a story like "El fin" or
"La muerte y la brujula," the duel was prompted by revenge., On the
other h;nd, in "El Sur," the dagger fight between the old gaucho
and Dahlmann was not premeditated. Borges' contrast between the motive-
less or '"disinterested" duel and the premeditated duel is very
‘enlightening and this contrast brings to the fore the roles of 3=5tiﬁy
a;d chance. 62 In a disinterested duel, the element of chance intrudes
into a hero's death or moment of destiny. In summary, the gun-fight
is anticipated gnd planned meticulously in narratives as "Emma Zunz,"
"E] muerto” or 'La espera'" but the duel is unanticipated by the
opponents in ''Hombre de la esquina rosada,'" '"El desaffo" or *El Sur .*f3
The critic of popular films, Stuart Kaminsky, informs us that
the gangster code stipulates that theré is no escape for anyone who has

fallen into activities of the underworld: 'This attempt, always futile,

to hide, escape the gang and one's destiny, is repeated constantly in
gangster films." 4 he dramatic situation of a criminal hiding and

waitink to be killed by his gangster opponent is the topic of Borges'

story 'La espera." (In this state of seclusion and waiting, Ole Andreson
of‘Hemingway's "The Killers" 1is very comparable to Villari.) 65 The action

of f'La espera" focusses almost entirely on the 'inaction' of waiting. The Y,

hero's consolation while waiting for death is to live solely in the present:

, .
finding enjoyment in the little pleasures life can afford — beams of light

flooding the patio, drinking brimming cups of maté, reading about the

waiting souls in La Divina Commedia and viewing gangster movies. Omne



fine morning, the gangster leader and his attendants enter the victim's
room and shoot him down before he can pull out his own gun from the

drawer. We could illustrate this cold-blooded murder in schematic form:

\ v
<Due1
waiting figure gangster challenger
victim murderer

The gun-fight~between the opponents (Villari - Villari) is
re-echoed throughout the narrative to suggest the endless repetition
of ‘this action. It surfaces in the inner duplication of the
gangster films. A gangster waiting to be killed is spectator of movies
that mirror his own world of crime. The action of a duel is also -
constantly reappearing in the hero's dreams. 'Villari; shattered by
the fear of his enemy, dreams at dawn an identical yet slightiy modified
dream about his adversary and the different possibilities or ways of
being tracked down, either in his room, on the patio, or in the theatre:
En los amaneceres sonaba un suéﬁo de fondo igual y de
circunstancias variables. Dos hombres y Villari entraban
con revilveres en la pieza o lo agredian al salir del
cinematégrafo o eran, los tres a un tiempo, el desco-

nocido que lo habia empujado, o lo esperaban tristemente
en el patio y parecian no conocerlo. (p. 610)

8"

Villapﬁ also conjectures that his enemy may have been killed by another
gangs%er and thereby céusing him to wait in vain infinitely. In the
end, with tﬁe arrival of the enemy, tg; victim ﬁannét distinguish the
'unreal’' duels of his dreams from the imminent 'real' duel. With this

inner duplication of movies and dreams or the blurring of the real and

unreal and the convergence of douhles, Borges has created, from the

formulaic action of a gangster story, a unique fantastic tale.

The plot of 'La espera" restricts itself almost entirely to
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the waiting adversary's inastion or with reference to Brémond's dichotomy —

the narrative is doncerned w;th le patient and not ]1'actant. The waiting
opponent in this story becomes the victim but this is not always to be
expected. As we know, Tng) fin" considered both the waiting enemy and i
then the avengér before the duel but jt was the avenger who died. The
fact that the waiting hero is sometimes victim and sometimes victorious
Qupports the idea that a plot action — in this case the duel — is open
to endless possibilities (the Fang hypothesis).

The styategy of waiting is prominent in many stories: Borges as
character waits and dreams in "Episodio del enemigo," and a character

C G
like Pedro Salvadores hides in an underground cellar, or Asteridn waits

in his house, ‘or Ibn Hakkan, inspired by a dream of a spider's web, bui;ds
a red labyrinth on the cliffs of Cornwall to hide and entrap his victim, 66
A few modern authors, in their experimentatiéns with thé plot structure
ofhdetective fiction, have resorted to the pattern of one opponent

waiting for the other. For instance, the detective Mathai in Diirrenmatt's

" Das Vetsprpchen, adoptingvthe procedure of fishing, prepares a scenario

x

of watting as bait that is certain to entice and catch the criminal.

And the criminal in Hubert Aquin's Prochain &pisode finds it ingenious to

ambush his proposed victim by lying in wait in his own home rather than

undertake a long adventure or search:
j'ai littéralement pulvérisé les théories les plus
savantes qu'on peut &difier pour empiéger un fugitif
4 qui se meut 3@ 1'intérieur d'une circonférence réduite.
. ... Moi j'attends H. de Heutz assis dans ce fauteuil Louis
XV ... H. de Heutz me cherche, moi je 1'attends.
J'ai plus de chances de le rencontrer ici que lui de
m'apercevoir sur un banc de la place Simon-Goulart.
Je savoure ma position.




The plot arrangement of opponents and their eventual duel

or combat is a structure of opposition and conflict distinctly

perceptible in many of Borges' stories. However, if one were to inquire

about the duel action that figures in ''La forma de la espada," 'Los
tedlogos," or "El jardin de senderos que se bifurcan,'" to name only
a few dramatic tales, most readers would hesitate before confirming

the fact that there is the pattern of a combat in these narratives.

Borges adheres to only a handful of plot patterns and these are forever

being repeated with slight variations. In order to vary the basic duel
.

plot of a murderer and victim, we can discern three general approaches

utilized by Borges: 1) changing the position of the duel in a story,

2) differing the nature of the duel, 3) altering the narrative view-

duel is either positioned in the foreground or in the background. Stories
as "El1 fin" or 'La espera,' where all events concentrate on the climactic

duel, may be said to have the duel action in the foreground. Conversely,

A -
the duel may be briefly described, simply mentioned or even omitted

within the framework of the story itself as in "lLa forma de la espada" or

'Hombre de la esquina rosada:." We may speak of these duels as being in

the background. In short, this forégrounding or backgrounding of the duel

means that the action of the conflict will be much more evident in a
story like "E1 fin'" than in a story like "La forma de la espada'" where
there is only an allusion to a duel. We can also note that in stories

as "El jardin de senderos que se bifurcan'" which have complex double

plots — one plot about the investigation and the other about the crime —

the action of a duel often goes unnoticed and therefore readers and
&
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critics do 'not relate it to other stories about duels. N <
Varying the nature of the duel is another way of changing :
the presentation of this plot pattern. The duel ma} be set in a
variety of circumstances and its nature may range from the theological
problem and the mythical act to the historical or political event and
to, as‘discussed above, the gaucho and gangster fight. In 'Los
teéloggé," the narrator states that there is a secret controversy
'batalla secreta' or a 'duelo’... iﬁvissgle" between the two philosophers
Aureliano and Juan de Panonia. (p. 552) The duel may also be represented
in its mythical ambiance with the adventurer Theseus slaying the minotaur
in the labyrinth. The duel may take the form of a waiting for a dictator's

sination if situated in

L5

banishment, a condemnation to death, or an assa
a historical and political context. This is the dimension given to the
waiting or death scenes in "Pedro Salvadores,' "El milagro secreto,"

"Deutsches Requiem," and '"Tema del traidor y del héroe." Or, of course,

the duel may take the shape of a gaucho dagger fight or gangster gun-fight.
Even in these more straightforward stories, the action is violent but

also cerebral. For instance, this confluence is well synthesized

in the gaucho story "El encuentto' where the narrator, who had feared that
the knife fight would be a bloody deed, is surprised to discover that
its moves are as precise and clear as a chess game: "Yo habfa previsto

la pelea como un caos de acero, pero pude seguirla, o casi seguirla, como

si fuera un ajedrez.'" (p. 1041)

There is still a third way of altering the duel plot. The duel
action will be different if it is witnessed by a little boy as in "El
encuentro" or by a paralyzed man on a cot as in "El fin" or if it is

reported directly to us by the murderer himself, as Theseus in the last
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line of "La casa de Asterion.' Often the story is told from the
perspective of an omniscient narrator who is puzzled by certain aspects

f the action. For example, in '"El fin,' the action is narrated by an

]

omniscient selectiveiifice examining Recabarren looking alternatively

'p = = = o= = o & = = x 3
viewpoint remains positioned on the waiting victim in his room and only
catches sight of the murderer at the moment of the duel. In a story like

"Emma Zunz," which reverses the action of '"La espera,'" the omniscient

and/or the victim, there afe many first person accounts of the duel:

of the murderer as in '"Hombre de la esquina rosada,” or "El jardin de’
senderos que se bifurcan,'" or even direct monologues of the victim as in
""La casa de Asteridn." This interesting question of point of view,

E
a very effective method of changing the detective plot pattern, will be

the subject of our next chapter.
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CHAPTER FOUR _

"Flambeau would then proceed to tell the story
from the inside; and even from the inside =
it was odd. Seen from the outside it was

perfectly incomprehensible, and it is from

the outside that the stranger must study it."

G. K. Chesterton

o
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MURDERERS AS NARRATORS :
NABOKOV

Traditional Narrators in Detective Fiction

Apart from the variations operated on the plot structure,
as our forégoing chapter discussed, the 'second best method' of trans-
.forming the detective story is through the choice of narrator. Detective
stories, even more so than other fictional works, are very dependent on
the strategy used in narrating the events. The ngrrative voice is in full
-control of the mystery. Indeed, the art of the narrator as source,
organazer, .and commentator aé the detective's exploits, 1is responsible
for the maintaining and confounding of the mystery until the dénouement.
For instance, should the more traditional narrative viewpoints be adopted —
—the first person friend or neutral observer, the selective omniscient
voice, or again the investig;tgr himself being given the opportunity to
tell his story directly — then an identical plot structure would offer,
through a shift of voice and perspective, a very different approach to
the perception and disentanglement of the enigma. The narrative speaker
and position in a detective story must always work in concert with the
pattern of the mystery and investigation. In other words, an author
must bea; in mind, simultaneously, the construction and main line of
his plot and the narrative stance from which this plot action is perceived,
or as Nabokov in The Gift reminds us: ''At the same time he Ehe authﬂﬂ
had to take great pains not to lose either his control of the game, or
the viewpoint aof the plaything." 1

One of the first and better illustrations of how.the question

of narrative voice and viewpoint is decisive in producing a very tangible



difference in the detective tale can be easily apprehended in the stories

of the originatorsand consummate craftsman of the genre. Poe's three
pattern — from the problem of the locked-room, to the close interpreta-
tion of factual data, to the paradox of the most obvious solution — while
‘retaining the same narrator, namely the anonymous friend who relates
Dupin's method and discoveries., This narrative technique proved very
appropriate for demonstrating the brilliance and su éfiafity of the
_detective and lent itself well to the withholding of important clues.

Poe also discerned that the detective story could be reshaped by changing
not only the plot but the narrative viewpoint. As a result, Poe composed
another story "Thou Art the Man'" (1844) which is narrated by tgé detective
himself without the interference of a:bystaﬁder friend. In this story,

it would be as though Dupin himself told us, at first hand, the procedure,

of his investigation without having recourse to the filter of another mind.
In fact, because of this remarkable shift in perspective and narrative
voice, "Thou Art the Man'" was not officially recognized as one of Poe's
veritable detective stories.

The classic mode of retelling the story of the investigation

synonymous with the genre. This narrative viewpoint, with its intellectual
distance between the ’er\rer—nsrramr -and the central Eharacter, has

many advantages. It is quite evident that in view of his outside position,
this narrator is ignorant of many of the detective's private musings and

suspicions and even of secret journeys and searches. Compared to the,
2

detective himself, it is impossible for the bystander-narrator to be
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in full possession of all the facts: he is never completely brought
into the detective’s confidence and he cannot fully analyze the clues
and information obtained from the detective's dialogues. In short,

the ignorance and bewilderment of the narrator, relating a story that he

does not entirely grasp, not only serves to intensify the mystery but

The
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also to enhance the super

observer -narrator's inferior intellectual position can be characterized

by adverting to Todorov's scale of knowledge where the narrator knows

more or less than the character or by Genette's dichotomy between

who is speaking and who is seeing. In the detective story's usual mode
Iy
a

lways in a position to know ¢

o]
s
w

of narration, the observer-narrato
less than the main character and ﬁis voice or speech never completely
merges wiFh éhe superior vision of the detective. However, because of
this inferior degree of knﬁwleége between the narrator and character,
in this type of detective story, a close relationship or bond of

empathy is created between the narrator and the reader. The reader of

L aF

a detective story identifies with the  bystander-narrator since he
must also struggle on the periphery. The reader appreciates the fact
that there appears to be less subterfuge in  this narrative mode

since the narrator's limited knowledge gives the impression of

reliability. Thus, the narrigar's bafflement and ignorance projects
a sense of credibility.

The effectiveness of having a first person observer retell the
story of the detective's decipherment is .certified by its long fortune

in the hisféry of the genre. The author of the Sherlock Holmes stories,

166

for instance, rarely experimented with narrative viewpoint and chose most

often to adopt Poe's expedient mode of a friend-narrator. The only innovation
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that Doyle brought to the 'Watson type narrator' was to make the

companion less anonymous and to grant him a role as minor participant

in the story. Even though this narrative technique is very PE?VSSiVEJ;;
7

The only other tradition that finds it ne¢3555ryét@ use an exterior pers-

pective is fantastic fictiangz It may be mentioned in passing that the

narrative viewpoint of a bystander is found in many of Poe's fsﬁtasti;

stories like ''The Fall of the House of Usher." We may even argue that

Poe transposed this narrative mode from the fantastic tale to the detective

story. With respect to genres or traditions other than the detective story

or the fantastic tale, there.are very few examples of novels narrated from

th®s viewpoint. It is interesting to note that the titles that come to

mind — Dostoevsky's The Brothers Karamazov, Conrad's Heart of Darkness,

Henry James' The Turn of the Screw, Fitzgerald's The Great Gatsby —

clarification by an outsider. In fact, all the narrators in these novels

ing another person's story where the entire discourse is aimed at an under-
standing of this first story, the fabula, or the mystery.

It was not until the rise of thrillers and hard-boiled fiction
that another narrative technique b§camea§arti¢ularly connected with the
detective genre. In asking the detective himself to reveal his exploits
as Poe had done in "Thou Art the Man,'" writers like Hammett and Chandler
delved more deeply into the complexities of the narrator in detective
fiction. NKith the Watson type narrator, it was relatively easy for an
author to conceal evidence and then, in the resolution, to display the

superior acumen of the detective. However, when the detective is permitted
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to recite the tale of his own investigation, he finds himself in a very
equivocal position: how cén he manage to hide secrets and discoveries?
Indeed, it is difficult for the reader of g first person detective
narrative to account fa; the retiggﬁces and the silences of the narrator.
The reader knows very well that the narrator is purposely being unreliable
propitious moment. The problem of unreliability looms behind his every
speech and action. Hence, when the detective is narrator, the dominant
problem in his retelling of the story of the crime is made very visible—
hg? can the detective hide secrets about the investigation and vet disclose
enough information so that the narrative will progress.

In order to rectify this problem of the unreliability of the
detective as narrator, writers like Hammett and Chandler instituted é
very objective perspective from which only the detective's exterior actions
would be recorded, This use of an unintrusive or impersonal narrator
was an attempt to correct the problem of unreliability by refraining from
entering the mind of the narrator and divulging his thought processes and
deductions. The response by modern authors to this exclusive description
of exterior action was very positive. Many influential writers of the
twentieth century, from Hemingway to Robbe-Grillet, experimEﬁteé with

[

this absolute objective mode of narration. Whenever this objective type

1

of narrative viewpoint.is found in modern novels, it always conveys an

additional sense of mystery. The objective camera-like arrator of a
Hemingway, for instance, who fepa%ts only exterior actions, prompts the
reader to inquire further about the motives and reasons that precipitateﬁ,
these actions. Thus, this unintrusive narrative technique is designed
to call attention indire§tly to the mystery behind the objects and actions

$



described. Consequently, Hammett and Chandler, in their attempt to create
an objective perspective, eliminated the problem of the unreliable

e
‘ \ N . s % . . 4 = . x =
narrdter and also discovered a narrative technique which could, in itself,

engender more mystery. We should note, at this time, that the critic
Booth, in his exposition of the problematic unreliable narrator, did

not open for discussion the subject of the objective camera-like

narrator who annuls the very idea of reliability and unreliability in a

4

narrative.

Eigrx theorist of narrative viewpoint, from Pouillon, Friedman,
Stanzel to Genette, has inevitably alluded to the two traditional tech-
niques particulaily sﬁsggisted with the detective genre. Friedmgn, to
jllustrate, presents his :gtegary§af the 'first person witness' by
making reference to the Watson narrator and exemplifies his classification
of the ‘'dramatic mode'" by resorting to éhe narrators Sam Spade or Nick
Beaumont.4 In the same manner, Gérard Genette,in his excellent analysis
of the 'discours du récit,' will state that the best example of the
opserver-narrator is to be found in detective fiction: "le plus illustre
et lee plus typique, le transpaIEﬁti(msis £ﬂdi5€f§t) Dr. Watson de Conan

W 5 . o R _ . .
Doyle." In Genette's description of 'la focalisation externe,'" he

their objective portrayal of a character's actions: "les romans de Dashitl
Hammett, o0 le héros agit devant nous sans que nous soyons jamais admis &
cqnnaitre ses pensées ou sentiments, ‘et par certaines nouvelles d'Hemingway,
comme 'The Killers" ... qui pousse la discrétion jusqu'd la devinette."
Theorists of narrative perspective find these two distinctive modes of

the witness-narrator and the 'objective' narrator in pﬁrer form in detective

fiction. On the other hand, specialists of the detective genre have
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never broached the question of narrative viewpoint which is so instrument-

al to the genre and which has also had noteworthy repercussions on
literature in general. The only two exceptions would be Dorothy Sayers
and her early examination of the four levels of confidentiality in one

novel which exte nd from viewing the detective's external actions to a

. L , C : 7 .
"close intimacy with the ﬁetect:ve" at the end. And the critic sﬁsg_igj
Robert Champigny discusses, 1in his recent book on the hermeneutic text,
the primary viewpoint before and after the dénouement. -

¥

In the preceding overview of the two major traditional viewpoints

in detective fiction, we often referred to the relation between narrator
and character or narrator and reader. All these relations, along with
the connection between narrator and author or character and reader

are central concepts at the heart of any analysis of narration — "Ce

sont les rapports entré: auteur implicite, narrateur, personnages et |
lecteur implicite qui définissent,  dans leur variétg, la problématique

9 . S C i ) _
de la vision." The relation between the ‘implied author,' to use Booth's
7 P

==

term, . and the narrator in a detective story 1is very fundamental. The

rules of the genre make it absolutely impermi ssible for the narrator to
I 4
be reliable until tHe resolution. We call the narrator's gbllgatlan to

be unreliable as a tempﬂratx,uﬂTelléb; ty. Given the necessary 'temporary

unreliability' of the narrator, it is very crucial that the reader be
given some guarantee of the existence of an authorial voice controlling

and directing the story. Should the narrator, in a detective story,

left at his own task without the intervening voice of the implied author,
there would be no way of assuring the reader that the text will not remain

in the realm of the ambiguous or of the impossible. An overriding

i, . iali

authorial voice, or in Champigny's words an author's "free comments,'




ensures that the ambiguity and the impossible will be resolved but only

at the appropriate bend in the narrative. 10 To define this very delicate

ordinates all other voices allowed to speak in a narrative. j’ In other
- 6
words, this 'primary monologism' means that the narrator's Voice is

controlled at all points and this, of course, concords with the principal
poetics of the genre. Moreover, t* .+ -iding authorial voice has to
blend and merge with the plot and at - time can the impliad:iuthar exploit

his privileged position by interfering or dropping uncalculated remarks

in the text. If the implied author sheaT@ overpower the narrator's voice

in the detective story, the reader would be very justifjed in crying

,
Hfoul play!' 12 "

i

/ 'The traditional modes &f narration, in summary, always focus’

on the major character or the detective. Even in the case of an author
: S s . .
like Chesterton who chooses an omniscient selective viewpoint, the

center of attention remains fixed on the detective. Therefore, whatever

i
Y

the detective's investigation or the second story. But as we know from
our prot&text, two main protagonists are implicated in the action of

the detective story — the murderer and the detective; hEﬁéé.:fhE murderer
should also be given a chance to tell his staryj Although very few
detective stories as well !! modern literary works let the criminal
transmit his own story, it is nevertheless an option that is integrant

to th; genre. In the traditional detective story, it was only in

the dénouement that one could find @ final confession by the murderer

' .
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himself whereupon he would confirm the detective's hypothesis. However,

until the writings of an Anthony Berkeley or an Agatha Christie, it

o

had not been imagined that an entire detective story could be told from

the perspective of the murderer.
1

In an Anthony Berkeley novel like Malice Aforethought, the

primary narrative viewpoint rests on the murderer and his plans and
%3

actions, or to repeat Chesterton's words, the novel tells the "inside
story' of the crime. The first sentence of this narrative immediately

plunges the reader into the intricate world of the murderer's machinations: _

that Dr. Eitkieigh took any active steps in the matter." 13 Although

critics appraise Agatha Christie's novel The Murder of Roger Ackroyd

as very innovative with respect to narrative technique, many readers
remain unaware of the fact that she deftly united the traditional bystander-
l Marrator with the experimental. In this novel, the first person narrator,

Dr. Sheppard, assumes the role of a Hastings and retells the '"outside

story' of Poirot's investigations. Even Poirot notices Dr. Sheppard's

constant presence as dutiful companion: 'You must have indeed been sent

from the good God to replace my friend Hastings, ... I observe that you

do not quit my side." 3% At the end of his impartial account, the
q ) mp

bystander-narrator tears off his mask and reveals that he is the

¥
murderer. This concealment of the narrator's true identity throughout
the narrative and the unexpected revelation has caused Christie's novel
to become famous precisely for the narrator's ability to transform

himself like a chameleon. Before Christie's tour de force, it was taken

for granted that thé suspects of.,a crime in a narrative were restricted

to the list of characters; ‘tWe author set an unprecedented record by
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permitting an objective narrator to be incriminated. With the concealed
narrator and his subsequent metamorphosis, transformgtions are no
longer possible only at the level of the plot and characters where the

detective becomes the murderer such as in '"Thou Art the Man," The Big Bow

ste or Le Mystére de la chambre jaune; -metamorphoses can also

occur at the 1level of the narrator where an objective figure like
Hastings or Watson could turn out to be the murderer. A further
example of a concealed narrator is clearly evinced in Boileau-Narcejac's

Les Diaboliques. The central perspective of Ravinel changes from

potential murderer in the opening pages to intended victim at the close

. 15 L. .
of the narrative. In short, a narrator who conceals his identity
exposes an unstable order of narration and creates additional opportunities

for mystery. ’ ,:

The discovery that a narrator could be, 1like the characters,
a source of disguise, deceit, and deep mistrust had formidable
consequences in detective fiction. The narrator_gyst be 'temporarily
unreliable' for the prolongation of the story but it is not expected
that he be unreliable and untruthful abo;t his own personal identity.
Well understood, this idea of the personal concealment and metamorphosis
of the narrator offers modern literature a dramatic way of adding mystery
and ambiguity to a narrative. Dr. Sheppard, in Christie's novel, very
astutely baffled his readers becausg of his expertise in hiding his
ideﬁtity as murderer. The reader's expectationé prevented him from
deciphering the nysteryfa the custoﬁary procedure in detective fiction
had been to hide the criminal under the figure of a character, _not a_

narrator. As Roland Barthes explained, the reader does not éxpect to

find the murderer speaking or masked under the cloak of a first person




narrator: ''Le lecteur cherchait ]'assassin derridre tous les 'il' de
1'intrigue: il &tait sous le 'je.' Agatha Christie savait parfaitement
que dans’ le roman, d'ordinaire, le 'je' est témoin, c'est le 'il' qui

»
est acteur." 16 )

The technique of having a concealed narrator withhold or

change his identity in the course of a narrative leads the reader to

gfprehend a new relation between narrator and character — a relation

that is unstable and vacillating, or in the words of Genette, ''variable

et flottante." 17 In the presence of a concealed narrator, the reader's
first question is indubitably to ask — HHD is the speaker or to whom
belongs this voice? Apart from the concealed narrator's unstable
relation with other characters, a second queétinn should preocccupy the
reader — what is the relation of this narrator to the discourse or
story he is telling? Is the concealed narrator retelling his own tale
or someone else's story? The phenémengn of a fluctuating and concealed
narrator explodes the already very complex ﬁréblem of a first person
narrator as found in a confession or a monoclogue. When a narrator uses
the first person pronoun or hides under the guise of another pronoun,
can he avoid not speaking about himself? Benveniste encapsulated this
tenuous paradox in a very perceptive remark: '"Disant je, je ne puis ne
pas parler de moi." 18 In fact, the narrator who conceals his identity
destroys the very idea of reliability and abolishes the ground of belief

or confidence the reader should have in the voice that is speakin

[

The above-mentioned novels by Berkeley, Christie or Boileau-
Narcejac owe their literary reputation to their original handling of
narrative technique. Variations on narrative modes and techniques,

as these stories prove, may take priority over the variations on plot

174
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in the creation of mystery. Modern authors, knowledgeable about detective
story techniques like John Fowles in "Poor Koko" or John Hawkes in
Second Skin, are presently engaged in experimentations with either

direct confessions by victims and murderers or with mysterious ever-

shifting narrators.
|
Nabokov and RﬂbbE!GI&IIEt explore in depth the murderer as

first person narrator or as carrjer of the primary viewpoint in some of

their novels like Despair, Lglgta and Le Voyeur; Borges and

Robbe-Grillet will enlarge upon the inherent situation of a concealed
narrator in a few outstanding short stories or novels like ""Hombre

de la esquina rosada," 'La forma de la espada,' ''La casa de Asterion," and
La Jalousie. 191hdeed, the idea of a concealed narrator finds one of

its best illustrations in Borges' story ''La forma de la espada."

The concealment of the narrator is so well treated in this narrative

that it has been acclgimed by critics as a paradigm of this technique.
Genette, for one, praises Borges' story as ''l'exemple le plus

spectaculaire'':

dans le conte ... le héros commence par raconter son
aventure infiime en s'identifiant 8 sa victime, avant
d'avouer qu'il est en fait 1'autre, le l4che

dénonciateur jusque-13 traité, §B=c.1e mépris qu'il
faut, en ''troisiéme personne.' °

The narrator has so skilfully told his tale that, at the end, when
Borges (as listener) inquirés about the fate of the traitor Moon,

he is totally oblivious'to the reality that the speaker's face before
him is marred by a half-circle scar. The nérrstar must then reveal,
with contempt for himself, that he, the traitor, has concealed his

true identity throughout the account by assuming the mask or persona
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make them conform with the new order. The reader must, as Barthes

had said about Christie's novel, re-read the text and repla the 'he'
pronoun by the 'I' pronoun. With the concealed narrator in 'La forma de

la espada,' the main omission is transposed from its usual actional

level to the narrational level, that is, the mystery is no longer con-

developed in Robbe-Grillet's La Jalousie. Paradoxically, the narrator,

albeit absent, is very much present but hidden in this mnovel and thus

i
illustrates perfectly the notion of a doncealed narrator. The narrator
. - .
in La Jalousie will remain hidden and indistinguishable: the reader
suspects that the unmediated and monomaniac voice 1; that of a jealous

husband but this assumption 1is never conclusively confirmed.

It is very exceptional to find an author, imﬁressed with orderly
and functional plots, also making significant headway into new facets
of narrative positions and voices. In Borges' ficciones, it is safe
to assert, there are a few remarkable stories like 'La forma de la
espada,’ where narrative perspective determines the plot pattern. A

similar plot outline of a duel may be varied, as we mentioned, by
changing the angle of vision. For example, in ''La muerte y la bridjula,"
midway in the story, #tha amnis¢i3ﬁt selective viewpoint shifts from the
detective to the mirderer. Without this dlspl ment or manipulation.

of narrative mode, the murderer's plan could never be disclosed. Hence,
the handling of narrative viewpoint coincides with and even reinforces the

interpenetration of the two plots structured on the idea of the double



opponents. Like 'La muerte y la brdjula," where the exterior doubles

were the cause of the inverted symmetrical plot, in "La forma de la

espada,” the plot depends on the narrative technique of the intrinsic

merging of Moon and his friend. 21 The narrative strategy of concealment '
is therefore the main structural printipie behind the symmetry and

:reversal of the plo

[ ]
g

The technique of the concealed narrator, for Borges,

structure and to create the fantastic.

Alain Robbe-Grillet is another author engrossed in experimenting
with new apd ingenious narrative techniques. From Les Gommes up to his
Tecentgjdé!ls, we often find the original narrative technique closely

associated with detective fiction: the multiple

[7]

allied to technique

point of view of Lés Gommes where at least twelve centers of conscious-

ness attempt to reconstitute the story of the crime, the omniscient selective
viewpoint of a presumed murderer in Le Voyeur, the ruthlessly vigilant
surveillance of a concealed but overheard observer in La Jalousie, the
intertwined story of a concealed inner author in a room with an outside

protagonist in the street in Dans le labyrinthe, the 'masﬁs and metamor-

phoses' of the narrator in La Maison de rendez-vous, the 'narrator and his
z,

M

doubles' in Projet pour une révolution 3 New York. We cannot underscore

enough the primacy of techniques — including the narrative mode — in

Robbe-Grillet's works: in a novel like La Jalousie, the purely formal

operations of narrator concealment and omission eclipse the content of the

narrative.

Although it would be highly interesting to pursue the topic of

concealed narrators in Borges and Robbe-Grillet, this chapter studies

the unique presentation of murderers who unabashédly profess their



machinations and their crimes. Our inquiry centers on Nabokov and his
\ 7 , .

substantial experimentation, in Despair and lolita, with'a narrative‘

mode that reverses the detective structure and its order of mystery,

. . ; . . 23 .. . . - .
investigation and solution. By featuring a murderer-writer after his

permitting a murderer to recite his story, Nabokov has accomplished a dramatic

variation.

Nabokov: 'You can always count on a murderer -for a fancy prose style."

Hermann in Nabokov's Despair had made a very perceptive
intertextual remark when he reprove®Tonan Doyle for not having imagined
his narrator Watson end the Sherlock Holmes saga by chronicling his own
perfect murder, in other words, of being a murderer-writer. Unlike
Borges, who excelled in the concealment of a voice, of either a murderer,
a i;pitar or a victim, Nabokov does not often resort to the technique of a
fanceéied narrator. Rather, in two of his novels which are identical

in narrative perspective, Despair and Lolita, the murderer outrightly

and effusively confesses his crime. In contrast to Borges' stories where
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Whenever a critic of narrative technique needs to propose a -

good example of a modern self-conscious narrator, the obvious choice is
often one of Nabokov's narrators, be it Kinbote or Humbert. For their
part, specialists of Nabokov also TECEgﬁigé the persistent recurrence of

L

the first-person self-conscious narrator in many of his novels. They
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readily identify the similarities between all these narrators who are
essentially self-conscious in their role as writers and who possess some
degree of eccentricity. The critic Stegner, as a case in point, does

not discern a difference among any of these first person narrators:

V is another of Nabokov's self-conscious narrators
"(like Humbert, Kinbote, Hermann in Despair,

Smurov in The Eye) who are writing their stories,
who are attempting to 'create' themselves through
language, and in the process are hopelessly confusing
art with life, 1illusion with reality.

In Lolita and Pale Fire the point of view rests not
only within a limited consc&gusness but within a morally
eccentric consciousness.

\
However, distinctions between the narrators should be made. On the one

hand, some first-person narratbré as V or Kinbote are observers,
biographers, editors or critics, that is, ée;g:firfs or sub-detectives
who are studying or reconstituting another person's w;itten story or

lifg and only indirectly speaking about themselves. On the other
hand, in another type of first-person vjewboint, the narrator is directly
involved in the action; he is w;iting not another persoﬁis story but his
~ own autobiography or confession, in this case, as murderer. Critics

of Nabokov have seldom seen that Hermann and Humbert are alike as narrators
and differ from a V or a Kinbote. Viewed from_the perspective of the
detective story, "this differentiation of the narrator's position means
that, as sub-detective, V is writing the'outside story'of Sebastiqn's life,
whereas Hermann and Hum;ert are composing or reconstructing retrospectively
a personal account of their crimes or the ‘'inside story.' Hence, it

is imperative to take cognizance of the narrative viewpoint since it is

from the "eye'" or the narrator's perspective that the plot pattern is

either observed or developed. The idea of using a narrator-murderer,

=
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a noted at the beginning of our chapter, is exceptionally

™

W

o

original in detective fiection and in literature as a whole. Therefore,

we restrict our analysis to the narrators Hermann and Humbert and
their ability to convincingly report on the inside story all the while

the

crime,
S

retaining the mystery of the pattern leading t

(o]

Nith the exception of Nabokov's early works like King, Queen

Knave or Laughter in the Dark which are narrated from an omniscient

elective viewpoint and concentrate alternatively on the three dominant
opponents of the game, the author's later works are noteworthy for their

exploration nf the potentiality and the problematics of the first

‘persen perspective. If we consider the first person sub-detective

narrators, we distinguish how V in The RagkﬁLife of Sebastian d&;;ht

and Kinbote in Pale Fire are biographers and commentators of literary
works. V, two months after Sebastian's death in 1936, informs us of
his.search and research as bio grapher and critic as he progresses in the
ctual writing of his discoveries. Kinbote becomes the first person
narrator and éaﬁﬁentstar of '"Pale Fire" through a mistake on the part
of the murderer Gradus. Since KiMote had attempted, but very
unsuccessfpily, to protect the poet from the murderer, Ke received .
permission to be the editor of the poem and therefore spent the months of
August to October 19th, 1959 in his cottage at Cedarn writing his critique.
Hence, quite apart frem being only the editor of the deceased poet's
nanuscript; nbote is also responsible for interweaving, in an appended
llberal commentary to the poem, his retrospective vision of the final
coincidental meeting of Gradus, Shade and himself in the garden and the

bungled crime. As detective narrator, Kinbote proves to be very

fallible in demonstrating that there exists a pattern of relationships
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between Shade's poem and the Zembla world — a pattern which he firmly
believes was largely inspired by his own interesting conversations

with the poet about Zembla.

*

Nabokov's deft handling of narrative technique is nowhere
:

more apparent than in an early novelette The Eye where the pattern of
the plot is determined and controlled by the shift in narrative spe:ier.

In this story, in order.to emphasize the plot-line of inquiry, the

author int;gduced a very innovative narrative trick: the initial part

of the story is narrated by Smurov as first »erson voice and vision and
after his pseudo-suicide (omitted from the text), Smurov — we assume

it is Smurov — recounts his story as first person but as though he were

an impartial observer of himself. This dissociation of a hero from
~himself is Eéde concrete and very visible through this alteration or
disjunction between a subjective and an objective perspective. The
movement from an interior to exterior point of view, always using a

first person narrator, greatly adds to the effectiveness and major theme
of detection or inquiry concerning how others perééive Smurov. It would
have beeg more difficult for the author to present the hero's objective .
quest without the displacement of narrative vision. Since there is a
transformation in the narrative perspective, we could envisage this novel-
ette as representing a sort of concealed narrator. In addition, meta-
morphosis at the level of the plot and technique of narration, as observed

n this story, could also be seen in the transformation of V in. The Real

[
o

Life of Sebastian Knighf "~ with the narrator's declaration that, because of

his research, he hag attained an identification with his subject and has

consefuently become Sebastian.@§We could even be permitted to notice a few

parallels between %Furav or V and the traitor Moon in Borges' story
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precisely in this idea of the identification of two persons. Therefore,
it could be argued that the two works by Nabokov, The Eye and The Real

Life of Sebastian Knight, express some elements or overtones of the

concealment and metamorphosis ©f the narrative voice.

Imagine, if you can, the involuted 'narrative Pale Fire
elicited, not from the perspective of an obdurate editor-critic but
from the point of view of the murderer Gradus. Tﬁé criminal himself,
before his suicide in a prison cell, instead of answering Kinbote's
questions, could have rapidly and feverishly produced his own journal
featuring the inside story of his 1ife; his plans, his travels and his
murder. This conjecture that Gradus could have written his own story

is not far-fetched in view of Nabokov's own novels Despair and Lolita.

A story told from the perspective of a murderer is certainly, in itself,
a significant achievement for an author who is intent on transmuting
the mechanics of detective fic%ian. The critics of both narrative
Qiewpoint and the detective stery, ever since the inceptiéﬁ of the
detective genre, have indeed beheld the possibility of the murderer
retellinﬁ his own story. Nevertﬁeiess, these critics have always
caustically reminded authors to refrain.from adopting this narrative

device because it totally obstructed the modus operandi of the genre.

Even an important Jamesian critic like Percy Lubbock, as late as 1921,
claimed that the murderer could never hope tnjjé the narrator of his own
story since he was in full command of all the facts surrounding the crime
and there would be a breach of truth were he to reveal the unmediated
vision of the events: 5

[

In a tale of murder and mystery there is one man who
cannot possibly be the narrator, and that is the
murderer himself; for if he admits us into his mind
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at all he must do so without reserve, thereby
betraying the secret that we ought to be guessing
at for ourselves.

In the same vein, Dorothy Sayers maintained that there is one narrative

perspective untenable in detective fiction: the murderer as first person

narrator divulging his own story. However, Sayers regretted the absence
of the murderer as narrator in detective fiction since this narrative

technique would have highlighted and intensified the whole gamut of

crime and would have elevated the genre to greater artistic worth:

It does not, and by hypothesis never can, attain the
loftiest level of literary achievement. Though it deals
with the most desperate effects of rage, jealousy,

- and revenge, it rarely touches the heights and depths
of human passion. It presents us only with the fait-
accompli, and looks upon death and mutilation with a
dispassionate eye. It does not show us the inner
workings of the murderer's mind — it must not; for the
identity @fzghe murderer is hidden until the end of
the book. ’ .

Nabokov's strategy of using a murderer as first person narrator
disproved the assertions of a Lubbock or even of a Sayers. By positioning
Hermann and Humbert as narrators after their maleficent deed, that.is,

confessing their tale retrospectively, Nabokov has not radically altered

“the traditional narrative situation of a first person detective recounting
his investigation and concluding with the sufpfise revelation of the ‘mystery.
After the investigation is finished; the detective reconstructs the story

of the crime or fabula, and in the same way, after the crime is pe;patrst—
ed, the murderer can relate the story of the planning and carrying out of
the murdef.r Hence, therngrrative viewpoint of the murderer, like the

narrative perspective of the detective, depends principally on this

after an action is completed that it can be seen whole. Thus, Nabokov
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will have his two narrators complete the pattern of their crime only at the

very close of their testimony. Obviously, the degree of knowledge

that the murderer possesses about the crime is superiaf;ta that of the
detective's surmise, but knowing the secret or mystery more or less is°
not really a determining factor. The detective and the murderer are

both prevented by the poetics of the genre from releasing the bulk of their
information until the dénouement with the closing of the central omission.
In consequence, technically speaking, the inclusion of a murderer as
narrator is sustainable. If an author like Agatha Christie turned to the
technique of a concealed narrator, it was precisely to answer the over-
riding criterion demanded in the detective genre — that the murderer's

identity be withheld until the dénouement. Indeed, as we know, the

detective story cannot exist if the basic mystery of the murderer's

identity is revealed before the end.

Nabokov, without undué hesitation, explodes this primary
requirement of hiding the identity of the murderer. Hermann's and
.Humbert';{respective idéntities as murderers arengpgnly gﬁd repeatedly
attested to in the course of their discourse. Nanethgless; ironically
3ﬁgugh; this avowal by the narrators falls on deaf ears and the reader
remains unconvinced even unaware that they are uuréerers because, as

we have noted, the crime is not described until the resolution when

the comprehensive pattern of actions can ultimately be pepteived.

Also, Nabokov has dramatically changed the nature of t
/
mystery in a detective story: he has moved the mystery from the

7e inherent .

decipherment. of the murderer's identity to the decipherment of the
victim's identity. Contrary to traditional detective fiction, when

the murderer is narrator, it is feasible to have the mystery pertain to



a hidden or an unknown adversary — the victim. Hermann and Humbert ﬁ;ve
arranged their tales to enshroud in mystery their opponents Felix and
Quilty. Therefore, in summary, the reader cannot recognize the
opponents and Hermann and Humbert as murderers since, as in chess,

the game plan or "the design created by, hhe designer"” 1is inscrutable
until the end,271n his:own .inimitable style, Nabokov §;§¢ preferential
treatment to the murderer, and even to the victim as unsuspected

manipulators of the murderers, and of the game plan.

Chesterton was one of the first writers of detective fiction
to unequivocally remind his audience that the murderer did not hold a
subordinate role. - Indeed, the murderer uiéh his plotting of s cr}ng '
is the true creaiive agent in the detective story and by analogy he fulfills
the'raleiaf the creative artist. This contention could not be more patent
than jn Nabokov's Despair and L@litgrwhe?e the avocation of a Hermann
and a Humbert is first to be a plotter or perpetrator of a crime and then
plotter of a memoir or a jgurnai about the crime. This idea of being
'doubly creativéi'% initially as murderer, then as writer, is very

s . .. 28 . S o s 5
Nabokovian in spirit. " There is a distinction to be made in the degree -

of creativity between Hermann and Humbert. Despair accentuates the
plotting of the problem or crime and the patterning of the artist in the

throes of composing his first novel —"There was in me, I felt, a poet,
= r X N i
an author ..." (p. 113); whereas in the later novel Lolita, the crime

#

cannot be premeditated and les affres du style are not quite as dis- -

turbing (after all, Humbert is Professor of literature...!). Hermann and
Humbert are nervously self-conscious of their fate as murderers awaiting
some puﬂiShﬁEﬂt and of their occupation as writers who wish, through the -

medium of art, preserve or explain their crime or first creative act:




. V'And 50, AR order to thSiDVTECﬁgﬁitiani to justify aﬁd save éﬁe offspring
of my Efain, to explain to the world all the depth of my masterpiece, did

I devise the writing of the present tale." (Despair, pp. 204-205) The crucial
concept of narrators as doubly creative rises to another level of thought

when we consider how Nabokov, the author, can view the narrator of the
. 5

text and in the text as his persona or double. In effect, these narrators

who look upon their criminal act in retrospect are surrogates or

"literary impersonators' of Nabokov because they, like him, have a

full grasp of the pattern and stand above their work. 29 Hence, there

b
is an unfathomable distance and ironic stance between the author, the

) ; . : e o e .
narrators and the actions they are retelling. Since the murderer-writers

are equipped with superior kntwledge in the aftermath of their crime,

they can afford to play with‘zhe ignorant reader?'(Aﬁd Nabokov can afford

to Plaﬁj“if&_the EUTdErET—ﬁETT;thS HhD%kﬂGH less than i%ey think they

know.) In consequence, 1€vels of parody are Quilt into this narrative mode.
< - g

Y e T e . . : o ,
- The position agh?ﬁgrifeati¥e writers in Despair and lLolita -

-

. ’ :
is parallel: omne &ﬁtist; immediately after his-crime cgghisied on March
9th, 1931, hides in a distant resort hotel and, while anxiously scanning

pages of the newspaper, spends from eight to eighteen hours every day
. v ¥
writing in a 'queer state of exhaustion"(p. 15)uritil April 1;the other weary

writer, after his crime and arrest in September 1952 and until the time
) . .. . _
of his death from natural causes before his trial in November 1952, ’
¥
’ L . . . . .
sits in his '"tombal jail" demonstrating exceptional s?rength and

resilience by persisting in his writing of a memoir under adverse

ccQgiticns and in isolation — "I am writing under observation.' (p. 12)

E)

UﬁEglievably; ft took only two weeks for one writer and fifty-six days

for the other to compose their confessions — (this swiftness in writing

r

e A et S ol M 1 e i
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éannot in'any way measure withithg turtle-like pace of this
present critic.) The ﬂ@JElS Despair and Lolita are therefore
‘told according to a very similar narrative perspective: a criminal
while waiting to be brougﬁ% to justice, passes the time reconstructing
the story of his crime. 1In order to further analyze the murderer-
narrators and their compositions, we will consider more closely

1) the confessioﬁal'form, 2) the role of memory and of retrospective
time and 3) the self-consciousness of the writer engaged in
revealing his sources (the framing device), in elaborating his

“memoir and in intercalating the past story of the crime with the

present activity of writing. ¢

-

- The confessions of Hermann and Humbert are reminiscent of .

the narrative perspective and style of Dostoevsky's Crime and Punishment

and Notes from Underground. In fact, as we recall, Hermann had .

proposed the mimic title "Crime and Pun" for his manuscript. Of course, -

Dostoevéky had originally planned to write Crime and Punishment wusing

Raskolnikov as the first person narrator publicly indicting himself
for his crime and guilt. 30 Even though Dbétéevsky,resalved to . ,
adopt an omniscient wiewpoint, theté are innumerable instances of

confessions and interior monologues uiéhin %hg néveizand’the reader

gains the impression that the murderer is the direct narrator. Also,

Notes from Underground is regarded as influential in modern literature

%

because of its narrative procedure. An over-anxious, acutely self-

1]

conscious narrator (but not murderer) punctuates his speech with
direct addresses to the reader and pretends that a judge and jury
are weighing the evidence of his confession. The climate of condemnation

and defense particular to Crime and Punishmept and Notes from Underground .

=




resurfaces, but very differently, in many modern narratives: in an .
existentiélicantEit in Cam&s' La Chute and. Le Renégat, and in a N
parodic auto-centric context in Nabokov's Despair and Lolita. 31
Nabokov's type of confession has obtained wide popularity with

contemporary authors; for example, the French-Canadian noveljst Hubert
Aquin in ~ Trou de mémoire (notice the title's emphasis on omission

and memory) is indebted to Nabokov for his self-conscious and erratic

’ ) ?

first person criminal-narratér.

A

Hermann and Humbert, in their desire to convince or persuade,

frequently aé!zess the reader. The tone or style of address reflects

each narrator's temperament ‘and situation. Of the two, Hergann is the
more impertinent and even scornful since he wishes to prove to himself

(and to others) that he resembles the victim or his double. Hig scurrilous

[

nterjections to the reader can be seen as a last desperate attempt to
convince someone (anyone, even you the reader) ' of his sure resemblance

to Felix:
How 1 long to convince you! And I will, I will convince
you! I will force you all, you rogues, to believe

) (p. 26)
‘Enough, it is not all so simple as you seem to think,
you swine, you! Oh, yes, I am goin g to curse at you,
none can forbid me to curse. And not to have a looking

glass in my room — that is also my right! (p. 31)

Humbertjrfar his part, is especially cautious since he is trying to

persuade his reader as well as his jurymgp and jurywémeﬁ of his innocence.
] - .

In truth, his memoir is written as a defense in prepatration f?r his trial

and aims to sway his audience in order to solicit some form of

partial sympathy. In the first half of his memoir, the persistence of

firect addresses to the reader, the jury, and even his lawyer, are

like a litany of invocations:
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Please, reade®: no matter your exasperation with the

tenderhearted, morbidly sensitive, infinitely circum-

spect hero of my book, do not skip these essential pages!

Imagine me; I shall not exist if you do not imagine me;

try to discern the doe in me, trembling in the forest of

my own iniquity; let's even smiiT a little. (p. 131)

Frigid gentlewomen of the jury! .%.. it was she who

seduced me. (p. 134)

Sensitive gentlewomen of the jury, I was not even her

first lover. (p. 137)

M

However, this interjectional mode of narration ceases abruptly in the
second part of ‘the journal. The reader witnesses how, while writing
about his crime, the narrator has had a change of heart or a conversion

and decided to desist in his defense. This conversion is unexpected?t

When I started, fifty-six d;ys ago, to write Lolita,

first in the psychopathic ward for observation, and

then in this well-heated, albeit tombal, seclusion,

I thought I .would use these notes in toto at my trial,

to save not my head, of course, but my soul. In mid-
composition, however, 1 realized that I could not parade
living Lolita. I still may use part of this memoir in
hermetic sessions, but publication is to be deferred. (p. 310)

Because of this new attitude, Humbert, as opposed to Hermann, according
to the author, is granted "a greefl lane in Pafgéise." 32 Thus, Humbert
éequests that his memoir or apology not be published befarﬁ Lolita's death.
Following the traditional confessional form, as seen in world literature

from Rousseau to éaftréj there is in the farewafd to the memoir Lolita
an g;pliéatiéﬂ by the editor of how this manuscript was found, not
tampered with, and the reasons for its publication.

Because Hermann and Humbert must wait until after the crime
to write their story, the question of the time or hiatus between the -

unfolding of the events and the fime of writing is very important.

For both narrators, the time evolved since the crime is negligible

for they begin their journals only days after the murder. Humbert

encompasses within his memoir a more prolonged time span to inc¢lude
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Felix on March 9th, 1931. Each narrator has to ?El% orl the'vividness and the

accuracy of his memory, and each murderer{gurned-writer must coax

his memory to —'Speak, memory.'

As Marcel Proust well knew, &emary is a fsscinaéing but
capricious mental -faculty. The prééessgpﬁ meﬁery'is not subject to the
lﬁgs af~§hraﬁalagy: memory has jtg own inner logic and transcends Eime! ~
and space. In letting their memory speak, the two '"artists in recollect-
ion" permit their confession to d;velép,iﬂ arr unchronological manner.

The narratives move in a haphazard and diffuse fashion oscillating "between

the far distant past, the immediate past, the present and the future.

Hermann for example i% t??yépleased to fﬁptufe on paper this raMommess

and ineihaustibility Df\ the memory: 'While apologizing for the muddle

and mottle of my tale let me repeat that it is not I who am writing, but

my memory, which HQE its own whims and rules'" (p. 62) and again notes:

i",An artist's memory =~ what a curfous thing! Béa;s.all other kinds, I.
imagine." (p. 213) Likeﬁisé, Humbert will excuse himself for the telescoping
a murderer with a sensational but incomplete and unorthodox memory ..."

(p- 219)

Whenever snégrtist tries to recapture the past, he must do
%a in the light of the ﬁreseﬁti A memoir or confession is told
retraspectively and the writer can no longer see the past events in
their pristine state: his vision of the past has been coloured and

reshaped by the intervening time. "~ The writer is unable to describe a
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n action without taking into, account the superimposed actions

)

el : -
ately affiliated with that sceme in his memory. To

&

illustrate, Hermann cannot evoke a summer picnic at Ardelibn's lake
and wooded tigyiin without having a piﬁﬁurg in his mind of the secluded

wood on a winter's night obtrude, that is, in Genette's terms, . the visic
does not correspond with the more knowledgeable voice:
=

The pines soughed gemtly, snow lay about, with

bald patches of soil showing black. What

nonsense! How could there be snow in June?

OQught to be crossed out, were it not wjcked K

to erase; for the real author is not 1, but '

my impatient memory. Understand it just as

you please; it is none of my business. . P

And the yellow.post had a skull cap of snow too.

Thus the fu{ure,§hiﬁmer§ through the past. (p. 47)

(we underline last line)

Through their use of memory and a retrospective vision, both, Hermap~
and Humbert are able to thrust into the narrative very meaningful
allusions to the future, as in the ;passage above, and thus create
s LS Ly . .
their intricate patterns without the reader's full comprehension
until he reaches the cenclusion. .
k ‘ € : .
- Anticipating that the memérgiwil; be capricious, the narrators,
' ¢

in their artistic enterprise, also resort to letters, diaries, books as

. . . L . 5 s - .
ources of information to refresh their memory. Such a use of notes, memos

W

and maps is a common practice iﬁ detective fiction. When the self-conscious
narrator of Sherlock Holmes or Hercule Poirot begins his story, the;
conventions of the genre demand that he pf%sent his credentials and well-
founded ré:sans for having the ;utharity and the proven knowledge to tell
the. story af the sensational crime. As an expasit{cnsry framing device,

. .
in 'The Speckled Band," to gite one example among many, Dr., Watson

discusses, in an opening paragraph, from whom he obtained the(gtéry.

what is his relation to the detective, how good id4 his memory in rgtaiﬁfﬁg
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In glancing over my notes of the seventy odd cases -~
in which I have during the last eight years studied

the methods of my friend Sherlock Holmes, I find many
tragic, some comic, a large number merely strange, but
none commonplace; for, working as he did rather for the
love of his art than for the acquirement—gf—wenTth, he =
refused to associate himself with any inv¢stigatién which 13
did not tend towards the unusual, and eveh the fantastic. ~~

The intense interest aroused in the public by wkat was
known,at the time as ''The Styles Case'" has now somew!
subsided. Nevertheless, in view of the world-wide
notoriety which attended it, I have been asked, both by
my friend Palrat and the famlly themselves, to write an
account of the whole story. This, we trust, will effectyal-
ly silence the sensational rumours which still persist. -

This framing device of acknowledging sources, stating the narrator's

position precisely as recorder of events and his relation to the story

being told ®is also established in Despair and ;qjitgi Like The Mysterious
. I~ $ ‘
Affair at Styles, Humbert's crime received wide and vicious publicity apd

m\
\m‘
\m‘
=
[~
H

the é‘}t@r publishes the memoir in response to the press covers
give the murderer a chance to tell his story: "References t@ “"H, H.'" 's
crime may be jisked'up by the inquisitive in the daily papers for September
1952; 1its cause and purpose would have continued to remain a complete
mystery, had not this mem;if been permitted to come under my‘'reading lamp.'
(p. 6) And Humbert h;mself, lske a Dr. Watson or a Hastings, has a few
texts that can serve as guidelines in reccnstruct?hg his crime. Although

he has to recreate the lost diary about his period of residence in the

Hate household, _he can pore over a fév scraps of paper, road maps and texts

that are found in his prison library: ''(this is not too clear I am afraid,

192.
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Clarence, but I did not keep any notes, and 1§have'¢t~-y disposal only

an atrociously crippled tour book in three volumes, ‘almost a symbol of

my torn and tattered past, in which to check ;he§§ recollections).'" (p. 156)

Not only do Hermann and Humbert speak &bout their memory and
B . J s
utilization of data with respect to the chronicling of their past, we
o - N
also see them furtively sitting at their desk in their hotel room or jaiﬁf

Sl = -
é&ll in the very process of writing their manuscript. This presentation
of a narrator-writer engaged in his task furnishes literature with a géﬁd
. ¥ —t

example of what. modern théé;ies of narration describe as ''représenter

r

l'acte m@me d'écriture:il est dit alors/explicitement que ce que nous lisons
est un livre et on décrit le procés de sa création." Understandably,

. L : e s . - . el
critics of mainstream literature consider this practice of a writer self-

reflected{igﬁa work very rdre aﬁdlmﬂdesn — a tradition culmingting with

=1

Borges, Butor, Robbe-Grillet and tHe Nouveau Roman. However, if critics

were familiar with popular fiction, they wpuld know that this 'modern’' and

verykintergsting phenomenon of duplicating the writer within the narrative :

. . . ™~ . , , ' , ' ‘
is found relatibely often in detective fiction, a genre that, because of ﬁ
its anti-mimetic nature, looks inwards and through all types of inner

duplications including the duplication of the writer in the harrative, |

. |

5 . s o _ o _ s - il = _ i - & o . i1 o
exteriorizes its own creation or fabTication. A Dr. Watson and Hastings, 4

3 N
for example, not only igpar are;;hetical remarks ‘about their sources and

mjective fiction but emerge in the narrative TT——un

_-——as _well-defined ﬁa*ratafiwfifersiin the act of retelling the investigation.
Hermann and Humbert, for their part, are clearly depicted in the' novel s
as murderers and apprentice writers. Both, locked in a room, spend their {

[

days and nights discovering the frustrations and moments of joy that one

can derive from 'playing with words' or to quote Humbert: "0, my Lolita,
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I have only words to play with!" (p. 34):

To tell the truth, I feel rather weary. I keép-on '
. writing from noon to dawn, producing a chapter per
day — or more. What a great powerful thing art is!
In my situation, I ought to be flustering, scurrying,
doubling back .... There is of course no immediate danger.
(Despair, p. 167)

This daily headache in the opaque air of this tombal jail
is disturbing, but I must persevere. Have written more
than a hundred pages and not got anywhere yet. My
calendar is getting confused. That must have been around
August 15, 1947, Don't think I can go on. Heart, head-—
everything. Lolita, lolita, Y Helita, p. 111)

. The murdereg-writers Hermann and Huxb aware that their

writing careers will be brief, are involved in a Iyrigus race against

’,“"“5\ ) ) ) ] )
tiggéx Since they are preoccupied with time, the ngfrators often allude

to the actual time when ihey are writing theis ifnal along with the
more traditional notation of dates concerning the events of the pgst

crime. Because of these self-conscious references to the present time

of writing, the time sequence of the story is broken off and destroyed.
Direct fefereafig to tke present and other comments abéut the difficulties .
~ of composition shift the line of action from the crime to the writing
p?@cess. We can define these two time spans — the time af'theiuﬂfalding

of the sgafy and the time of writing the story — according to Jean
Ricardou's dichotomy between 'le temps de la narration” and 'le temps

de la fiction," or to use another handy grid, Michel Butor's distinction
36

' .
between '"le temps de 1'aventure'' and ‘le temps de 1'Ecriture."

Consequently, in Despair and Lolita, there is a diSruption in time

whenever the narrator cuts the flow of the story by adverting to his

artistic task. These alternations create a dechronology in ¥ text

.and the reader has to transport himself from the world of fiction to the

world of 'écriture.’ Every break or cut in the narration and every
=
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allusion to '&criture' identifies the work as nﬁ-:;tificiil'fsg;ication
which calls attention to its @wﬁ fictionality. e -
Allusions to the time of writing usunlly‘ée hand in hand with \
references to the place of writing. For instance, when Hermann or Humbert
11 e
speak of writing eighteen hours a day, they inevitably mention their
cramped corners wherein this mérathgn jSession occurred. Theorists of ;
contemporary self-reflecting literature as Ricardou, Butor or Genetge,
however, restrict their comments about the effect of the inner duplication
of the'writer in the text to its disarrangement and fragmentation of time.
These critics and writers do not believe that the concept of the space of

writing is also implied. Genette, to exemplify, arRues that the idea

i s L : = : = = : : i
of the place of writing in the text is ineffectual: "je peux fort bien

c

raconter une histoire sans préciser le lieu oli elle se passe, et si ce

lieu est plus ou moins &loigné du lieu d'od je la raconte, tandis qu'il

m'est presque impossible de ne pas la situer dans le temps par rapport i

L]
=~

mon acte narratif." Nabokov, on the other hand, is one of the véry
first writers to expound the view that a writer in the narrative, like a
writer in the 'real' world, is not a spirit but a human being and while
L 3

in the act of writing he is located in a pargicular spot; hence references
to the space iiung with allusions to the time of writing are both
significant: "..., while a man is writing, he is situated in ;Qmé definite
place; he is not simply a kind of spirit, hovering over the page. While
he muses and writes, there is something or other going on around him "
CDgégaig, P. 53) Thus, as Nabokov rightly insists, -the description of

the place of writing is complementary to the idea of the time of writing. In !

the passages about writing cited previously, for example, Hermann associat-

ed his long hours with his hotel room and Humbert his toil with his tombal



jail. Seeing Hermann and Humbert as ﬁ;itETs_lt their desk is especially
grucial since both are prisoners. And for Humbert, the jail cell .
with its library is in a way® the center of the novel around which
‘everything revaivés since it gs from this room and library that emerges
: ' . ot
the gﬁrst clues or ''keys to Lolita." 38 7
-~ B
Immersed in the art of writing the ‘'inside stgfy' of their
crime, Hermann- and Huméert proceed cautiously. They rete}l their story
retrospectively, knowing the complete sequences of action but arranging
thém so that the pattern Df events will only be apprehended by the
reader in the dénouement. Like Nabokov who claifed, for instance, that_
the writing of iélita resembled the";zcmpﬂsitiﬁﬁ of a beautiful puzzle
— its composition and its solution at the same time, since one is a mirror
view of &helather, depending on the way you look," Both Hermann a;s
Humbert are very self-conscious of their analggaus task of ﬁuzzle*makingi

As surrogates of the author, their ultimate intentionAs to baffle and

thwart the reader in his comprehension of the desip
X\

Hupbert deliberately omits from his adventure the name and
identity of his pursuer until the moment prior to the murder at the end.
Humbert, the writer, takes pleasure in knowing that all fragments of his

narrative will finally cohere into one exquisite whole when the enigma

is clarified:

Quietly the fusion took place, and everything fell
; into order, into the pattern of branches that I have
woven throughout this memoir with the express purpose
of having the ripe fruit fall at the right moment;
yes, with the express and perverse purpose of rendering
. that golden and monstrous peace through the satisfaction
of logical recognition, which my most inimical reader
should experience now. (p. 274)

196
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The reader of Lolita (including Humbert since he re-reads his manuscyipt)
will experience joy and delight when he grasps the underlying désign or
'game-plan upon completing the story. The reader will further discover .,

that Humbert's gpnfession afigingted from the point of view of the

. '-‘ . : § .
- opponent who-had been ''enmeshed'" and ‘'entrapped"” by Quilty and Lolita
("In order to break some pattern of fate in which I obscurely felt

myself being enmeshed" (p. 217) "... hgiﬁﬁﬁltyj SUEceedﬁﬁgzﬁ thoroughly
enmeshing me and my thrashing anguish in his demoniacal game." (p. 251) ).
Kn@iing the fiﬁii pattern, the reader uiii }hEﬁ realize that he,

in turn, has been "enmeshed'" and "entrapped” in the realm of i}g by

Humbert and his well-crafted puz:le.- ;
Hermann also reads his text, but unlike Humbert, this process

-

s£ntails 'despairing' discoveries. It often goes unnoticed that Hermann
(like Humbert) after writing his manuscript, indulges in the reading
ef his literary exercise:

In quest of some way of freeing myself of those
intolerable forebodings (that he would be captured]
I gathered the sheets of my manuscript, weighed the .
lot on my palm, even muttered a facetious 'well, well!"
and decided that before penning the two gr three final
sentences I would read it over from beginning to end.

(p. 210)

Humbert wrote his story, as we said, after the events surrounding his

¢

crime were settled, whereas Hermann began writing his confession while

in hiding and hence does not yet know the outcome of tﬁe police iﬁvestigaé‘
tion. He composed his narrative under the impression that he had fooled
everyone by committing an error-proof crime and writing a masterpiece.
After reading his manuscript, Hermann apprehends with terror that his

mistake about the stick totally shatters his double creation — his perfect

crime and perfect narrative. His confession was created with confidence,
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thinking that he was in control . of the'zggeiplang However, there is l?
ironic undercutting 5in;e Hermann's plot leaves him in the rale‘affthe
mimic rather than the model, the glundefing fool rather than the gasterf
plsnngr; In both Lolita and Despair, levels of parody are thus produced: _
thy author manipulates the ﬁaffgfgriwritar and the narrator-writer in fSJ)SF%%\
turn controls the reader. é )

In a manner similar to the feéding activity_of Hermann and Humbert,
résde;s of Despair and Lolita perceive with astonishment — stupefgétiaﬁ
or satisfaction — the design of the narrative at the end. An astute

o Cn

reader of a Nabokov novel experiences a state of 'aesthetit bliss' when he
distinguishes from the clutter of "stratagems" or subterfuge the true pattern

of action; once this pattern has been Tetrieved, it will remain forever

nestled in his mind. There is a beautiful apecdote in Speak, Memory which

dramaiiaally illustrates this idea of therréader's role as pu;;lEEdecgpherer
(or detective): {i a city of westeré Frgnce,‘ﬁus§ before Nabokov, his wife
and young child embarked on a ship for America, they strolled in the
EVEﬁuég of a public park. Following lEiSufély the paths of a flower ggfdenj
they eveﬁtualay arrived at a panoramic point where they could view, like a
reader who has reached the final pages, the complete '%1@cming design':

for suddenly, as we came to the end of its path,

you and I saw something that we did not immediately point
out to our child, so as to enjoy in full the blissful .
shock, the enchantment and glee he would experience on
discovering ahead the ungenuinely gigantic, the un-
realistically real prototype of the various toy vessels
he had doddled about in his bath. There, in front of us,
where a broken row of houses stood between us and the

‘ harbor, and where the eye encountered all sorts of
stratagems, ... it was most satisfying to make out among
the jumbled angles of roofs and walls, a splendid ship's
funnel, showing from behind the clothesline as something
in a scrambled picture — Find What the Sailor Has Hidden
~— that the finder cannot unsee once it has been seen. 30




: . ' CHAPTER FIVE i

- "... the detective suddenly stops thinking
out loud and ever so gently closes the door
of his mind in the reader's face."

v

+ R. Chandler "
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than the suspense of a detective story. But once the riveting plot

and resolution are known, the book is usually discarded and the

reader rarely looks back to identify characteristic techniques

e

inherent in the art of writing detective fiction or of composing
puzzles. Indeed, some time ago, Chesterton in an essay ''On Detective

Novels," deplored the fact that the poetics of the detective genre

H

did not arouse critical interest: '"it is all the more curious that -the
technique of such tales is not discussed, because they are exactly the
sort in which technique is nearly the whole of the trick." ! The

" theorist Todorov, in his analysis of the fantastic tradition, suggests
that especially with this ty?e of enigmatic literature, a second
reading of the narrative is obligatory before a reader can study the
procedures that come into play to create the story. Todorov's remarks
were directed towards fantastic tales but they would pertain equally

well, if not better, to detective stories:

De 13 que la premiére et la seconde lecture d'un
conte fantastique donnent des impressions trés
différentes (beaucoup plus que pour un autre type

de récit); en fait, 4 la seconde lecture, 1'identi-
fication [avec le personnage ou le narrateur]' n'est
plus possible, 1la lecture devient in&vitablement
méta-lecture: on reldve les procédés du fantastique
Enldu roman policier] au lieu d'en subir les
charmes. * :

2
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Frangois Truffaut, in his conversations with Alfred Hitchcock,
was keenly preoccupied with one essential technique or procedure under-

lying the master's films. What impressed him most about the haanting

\j}lm Rebecca, for instance, was the scenes that were absent or
excluded from the movie: ''The mechanism of Rebecca is remarkable. The -

sinister momentum is built up solely through references to a dead woman

(e

who is never shown.” ~ This mechanism of omission or of 1eavingégaps
or again of witholding iﬁfgrmatié% not only defines the art of films

as Frenzy or Vertigo but also describes without questien the

fundamental or primary means of creating mystery in Poe, Ellery Queen,

Agatha Christie, not to mention Borges, Nabokov and Robbe-Griklet.

There is a growing tendency for authors from Henry James, to Hemingway,

to Faulkner, to Nabokov, to Hawkes, and a‘aurse to Rebbe-Grillet

Butor and the nouveau roman, to call attention go what they have termed

Ea

either the 'glory of the gap,' the "iceberg theory," the 'trou,"” the

-

”Fissuré,"’ behind their works. Butor, spokesman for all these mystery-
makers, summarizes well the eruption of 'le vide" and its ripple effect

on the text: "On pourra souligner 1'importance de tel moment par son

absence, par 1'étude de ses alentours, faire septir ainsi qu'ily a
une lacune dans le tissu de ce qu'on raconte ou quelque chose que 1'on
cache." 4 Given this trend in modern literature and films towards an

always greater experimentation w;th techniques of mystery and ambiguity
and in order to keep pace with these enigmatic texts, it becomes
imperative for modern criticism to establish some type of theory or method
of analysis into the :reatiap and sustaining of enigmas. Barthes' essay
S§/Z, which attempted tgnexplaiﬁ the production @f enigmas, was a fir %\

important step in this direction. Other critics of fiction, like



Rutherford, following in the wake of Barthes or Todorov, explicitly

call for the development of such a critical instrument: ''The enigma

is ... an important part of narrative mode, and any theory of narrative

5

should include a theory of enigma."
what is absent is often far more significant than what is
actually present or written in a detgétive narrative. In other words,
as formulated in our prototext, the fabula is omitted or does not
appear in the narrative and the story of the investigation or the’siuge;
is entirely devoted to the searching out of this mystery or the re-
construction of the fabula. Hence, the primary Dmiséiﬂﬁ that structures
a detective tale is another way of speaking about the fabula or mystery.
This primary gap, usually found at the beginning and therefore called

an "expositionary gap,' constitutes or provokes the resulting action.

. =
From tales of ratiocination, thrillers to spy fiction such as '"The Murders
:%

in the Rue Morgue," The Chinese Orange Mystery, The Big Sleep or

L i
The Spy Who Came In From the Cold, this absence or omission which

L

controls the organization of the nfrration is normally the unknown y

scene of the crime. As soon as this central gap, with which the whole

narrative i;’ZE)cerﬁed, is recormgstituted or filled in, the fictional

work cannot but come to an end. An excellent example of a direct

reference to the central omission can be seen in The Murder of Roger

Ackroyd. In the last pages of his confession, Dr. Sheppard takes
pride in the fact that he has ingeniously told us everything about the
investigation except — ''that blank ten minutes' — or the central

omission of his own crime:

1 am rather pleased with myself as a writer. What
could be neater, for instance, than the followin{: -
"The letters were brought in at twenty minutes to nine.

X
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It was just on ten minutes to nine when I left him,
the letter still unread. I hesitated with my hand
on the door handle, 1looking back and wondering if
there was anything I had left undone."

All true, you see.. But suppose I had put a row
of stars after the first sentence! Would somebody
then have wondered what exactly happened in that
blank ten minutes? 7

Before we pursue our inquiry into omissions, we should

distinguish between what we call a central omission or 'that blank
. . 5 i: = - = =
ten minutes' necessarily found in detective fiction from

secondary

omissions that inform to some degree all fictional texts. Detective
fiction is characteri{ed by its main omission but it aisg makes dbundant
use of secondary or temporary gaps all along its narrative. Thus, the
detective story can be seen as the composite of a main omission that is
only explicated or filled in at the end and of many secondary gaps
which may or may not be completely resolved or filled in. This difference
betweenr the central omission or the mystery which governs the plot of
detective f}ction and the secondary omissions which prolong and complicate
the major mystery is essential £o$~anﬁgg§§f§taﬁding of the techniques

particular to detective fiction. (Although there are slight variances

in meaning, the distinction begween a central omission and secondary

o~

omissions cled be explained by alluding to Tomashevsky's contrast betweeng
"bound motifs'" which cannot be removed and ''free motifs' which are often
'misleading,' or by considering Dorfman's contrast between ''core
elements'" and '"marginal elements . ') 8 We note that a critic like

parali

Gérard Genet®, for instance, in his illustration of his term

grasp the elemental mechanics of detective fiction. The fact that he

elucidates the idea of omission with a popular text indicates however

17
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the pre-eminence of this technique in the detective genre. For Genette,

all omissions are of the same nature and occupy the same function:

A propos de ce qu'il nomme le "mélange des systémes,"
Barthes cite a juste titre la "tricherie'" qui
consi<re, chez Agatha Christie, & focaliser un récit

A comme Cing heures vingt-cing ou Le Meurtre de Roger
Ackroyd sur le meurtrier en omettant de ses "pensées"
le simple souvenir du meurtre; et 1'on sait que le
roman policier le plus classique, quoique générale-
mept focalis€ sur le détective enqudteur, nous cache
le plus souvent une partie de ses découvertes et de

) ses inductions jusqu'd la rév@ation finale. 9

4

in detective fiction is erroneous: the '"blank ten minutes” or the

’

central omission in The &urdeflgf Roger Aéquiérgis not of the same
type as the'othef less important absences or omis;iansﬁ The gradual
threshing out of the correct clues from the false ones — be they the
rare dagger, the telephone call, _the Slackmail or the iﬁhéfitance —_
all have to do with the filling in of secondary gaps. The central
omission or crime pertains to the region of the fabula whereas the
secondary omissions are part of the narrator's and the detective's

»

search and are_ therefore parcelled out in the sjuzet.

Modern authors who create permanent enigmatic narratives,
l¢ke authors of detective fiction, base their works on the idea of a
major omissi;;. There is a funaamgntal difference however between }ngs-
what Bojleau-Nargejac labelled 'une littérature de 1'ambiguité" and

the modern experimentations ‘with ambiguity; very concretely The Murder

of Roger Ackroyd or The Big Sleép strive to retain the main omission

open until a propitious moment whereas The Turn of the Screw or
. - \

The Lime ngx ‘seek to leave the main omission parti 11 resolved but

never absolutely or conclusively explained. 10 Simply stated, there is
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in one the_ filling in of the main gap but in the other, this main gap
is purposely left indefinite and permanently open. Henry James is one
of the earliest and foremost writers to make use of an unresolved major

omission. In his Q?Eh studied The Turn of the Screw, for instance,

readers and critics are frustrated by the crucial mystery or the blank
-
that is never answered — were there really ghosts at Bly? It is these

absences or central omissions that Borges, as one reader of Henry James'

>,

tales, finds most 1r;\Yat1ng yet 1ntr1gu1ng

4]

Iniciada Jla lectura, nos molestan algunas
ambigiiedddes, alg’ﬁ rasgo superficialy al .
cabo de unas paginas comprendemos que esas
deliberadas negligencias enriquecen el libro.
Se trata de la voluntaria omisidn de una parte
de la novela, gue nos permite 1nterpretarla de una
manera o de Dtra, ambas premeditadas por el autor,
ambas definidas. As{, ignoramos, en 'The Lesson of
the Master," si el consejo dado al discipulo es o no
pérfldn, en 'The Turn of the Screw," si los nifios
son victimas o agentes de 105 espectros que a su Vez
~. pueden ser demonios; en The Sacred Fount, cudl de las
‘damas que simulan indagar el misterio de Gilbert Long es
la protagonista de ese misterio; en 'The Abasement of
the Northmores," el destino final del provecto de Mrs.
Hope.

W‘F:

As the above passage from a Borges prologue demonstrates,

omissions are omnipresent in Henry James' short stories. James himself

coined the phrase ‘'‘glory in a gap' when reviewing the novels of Joseph
Conrad. The narrator in Conrad, accnrdf;g to James, has the occasion

to omit material thus permitting him to incessantly turn over in his

mind facets of a mystery: d

Mr. Conrad's first care ... is expressly to posit

or set up a reciter,-a definite responsible intervening

first person singular, possessed of infinite sources of »
references ... to the situation or the subject, the

thing 'produced’', shall, if the fancy takes it, once

more and yet once more glory in a gap.
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Henry James' critical assessment of Conrad's art is very enlightening
in view of the fact that it points out two areas of predilection in
his own criticism. James' pioneer‘pg ideas about nafrative perspective
and centers of consciousness found fertile soil and engendered a hearty
species of critics and theorists of point of view and narratology from
Lubbock, to Booth and to Dorrit Cohn. The equally seminal idea of
creatiﬁg enigmas through an omission or gap fell on dry ground. It is
unfortunate for literary criticism that th¢ technique of gaps has not
received much theoretical attention. A critic like Shtomith Rimmon

\
in The Concept of Ambiguity — tHe Example of James examines the main .

omissions in Henry James while effortlessly moving back to find examples
fré;;ihe popular genre that distinguishes itself for its central omissions
and moving forward to cite works from modern authors, notably Nabokov
and Robbe—Grillet.lsshould'n critic study permanent enigmas in contemporary
texts, it would be very wise and fruitful to bear in mind the genre

whose sole preoccupation is the creation of mystery. Incidentally, one
’9£ the most visible literary traditions of the use of gaps can be seen

in those authors who have transformed the detective genre — Faulkner,

Robbe-Gri}let and the nguveau roman.
It would be technically feasible for a detectivé‘story to
conz}st‘of a main omission followed immediately by its resolution.
To develop into something other than a riddle, the main omission or
mysteryvmust be kept suspended for a time. As we have stressed in our
thesis, there is an inherent paradox in fhe poetics of the detective
genre. While a central omission will ultimately be reducislf, an
author arranges to defer this expljcation for as long as possible.

’

Hénce, nearly all the pages of a detective story will be judged, once



the solution is reached, to have been fascinating but irrelevant.

| ]
In the words of Geoffrey Hartman, 'the detective story structure
[«:antain:g — strong beginnings and endings, and a deceptively rich,

counterfeit, 'excludable' middle —." Consequently, this "excludable

middle" will comprehend procedures that will complicate or pad out the

narrative. In his handling of the enigma, an author resorts to various

techniques: some of the most outstanding being the introductién,

manipulation and filling in of secondary OT temporary gaps and other:
devices of obfuscation and retardation as suppositions, repetitions,
digressions or falsifications, namely any technique that has the power

to mystify or prolong the solution to the basic mystery. We indiscriminate-

!
1y use the terms techniques of obfuscation or techniques of retardation

to define these devices. Of course the devices themselves are operative
for both processes — the compounding of the complexity and the extension
of the duration.

One good way of defining secondary omissions would be to see
them as little pockets of mystery distributed along the main narrative
line where i?mé,' contribute to the.partial disclosure of the main
omission and where others are sié£5 diverting attention away from the

major clues. These secondary mysteries are in a sense self-perpetuating:
each temporary omission generates new problems and perplexities. Taken
tggeéher. these minor temporary gaps are the indispensable fabric of

the narrative or the sjuzet in detective fiction. They divulge in a
roundabout manner the iﬁfcrmaticn and action that mus% be gleanedgand
weighed carefully by the reader in his task of reassembling the general
design. To describe more fully a secondary omission, let us consider

1a recherche du temps perdu and in a

its fuﬁf:t’ in a novel like A



thriller like The Big Sleép. In Proust's novel, there are a plethora
¥f~secondary gaps, one of the most vivid and suspenseful is without
doubt the mystery of the identity of 'la dame en rose.' Proust will
withhold the name of this character and her true relation to Gilberte

for well over a thousand pages. This minor mystery does not affect the
structure or major mystery of time in the novel. 15 As we said above,

all narratives possess some element of mystery and hence secondary gaps.
If is precisely for this reason that a Barthes can formulate a theory

of enigma derived from a Balzac novel or a Genette can usher in the topic
of prolipse in a discussion of Proust's novel. Notwithstanding the
diverse use of temporary gaps by authors, it is in a detective narrative
that they thrive: "Temporary gaps are, for example, both fewer in nuibzr
and less central in position in a novel of manners or a picaresque tale
than in a detective story, which stands or falls by the author's skill

in hand}ing them." 16 A memorable and terrifying scene in Chandler's

The Big Sleep occurs because of the detective's deliberate witﬁh@idiﬂg
of his d&duct%ans or his 'ever so gently clos Eing] the door of his mind

in the re:der;s face.' Carmen Sternwood, one of the characters, stggding
on a remote site, fires her gun at Philip Marlowe. The reader, at first
certain of the detective's death, is-later surprised to learn that the
detective, suspecting Carmen of the murder, had devised a plan to re-
enact the murder scene and had replaced the real bullets with rubber ones.
This minor omission about exchanging the bullets is one of the last

pieces to clarify the major omission of the crime.

How does an author organize his narrative so that it does not
progress smoothly and swiftly towards its resolution? °~ How can language

which is inescapably a carrier of meaning be converted into a vehicle

208



that arrests or thwarts meaning or interpretation? The inherent
paradox of the detective genre — arresting the enigma while the

narrative advances — is also the modus operandi behind the manipulation

of any type of mystery. Some of the procedures that enter into main-
taining the enigma opened are explored in Barthes' model of a hermeneutic
system. He attempts to identify the linguistic devices that establish
the "excludable middle' of an enigmatic text or the whole narrative
between the signalling of the enigma and thé resolution:

c'est une dynamique statique: 1le probléme est

de maintenir 1'énigme dans le vide initial de sa
réponse; alors que les phrases pressent le
"déroulement" de 1'histoire ... le code herméneu-
tfque exerce une action contraire ... car il oppose
d 1'avancée inéluctable du langage un jeu echelonné
d'arrfts: c'est, entre la question et la réponse
tout un espace dilatairsj dont 1'embléme pourrait
8tre la "réticence". 1 ‘

-

In an increasing order of difficulty, Barthes enumerates 5é¥itgs as:
| a B o
le leurre or the misleading or false reply, 1'E&quivoque or ambivalent

term, la réponse partielle, la réponse suspendue, le Plocage or

insisting that the mystery is insoluble. Since Barth¢s' devices are
really a study of the nuances in the idea of ambigufty or plurisignation,
there is no shafp distinction between his more or less homogeneous
categories.

To illustrate the practical é;ility of Barthes' code of '"les
unités déroutantes,' let us cite an example from detective fiction and
éne from Ecrges_lnd Nabakav.ls In The Murder of Roger Ackroyd, the
narrator's description of his secret activities before leaving thg
-murdered man's room is couched in 1ﬁé§juiva,ges? "I hesitated with my

hand on the door handle, looking back and wondering if there was

anything I had left undone." Once the reader learns about
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Dr. Sheppard's crime, these words,"if there was anything I had left

undone," found at the beginning of the novel and repeated at the end,

indeed take on a double -eaning.19 In "El jardin de senderos que se

bifurcan,”" we find another 'tromperie de 1'auteur' or to use Barthes'
classification 1leurre or &quivoque. 20 It had been interpreted by

i

contemporaries and scholars of Ts'ui P&n that the word ‘''and" signified

two artefacts: a book and a labyrinth:

renuncié al poder temporal para escribir una
novela que fuera todavia mis populosa que el Hung
Lu Meng vy para edificar un laberinto en el que se
perdieran todos los hombres. (p. 475)

. todo lo abandond para componer un libro y un
laberinto. (p. 476)

pero no es dificil conjeturar lo que sucedid. Ts'ui

P&n diria una vez: Me retiro a escribir un libro.

Y otra: Me retiro a construir un laberinto. Todos
imaginaron dos obras; nadie pens que libro y laberinto
eran un solo objeto. (p. 477)

Aftgr his decipherment of Ts'ui P&n's letter, Stephen Albert conjgctured
that this word was misleading and that, in truth, the book was the
labyrinth in time. And in Lolita, the major mystery of the identity
of Humbert's rival is well-hidden under many disguises and clues
throughout the narrative. We are award\that Humbert will never uncover
fhis central enigma until Lolita's explicit confession. One ofdthe

enemy's masks is playfully alluded to in an &quivoque or réponse

partielle. The reader exults in the jeu de mots’ with the opponent's

name:

As expected, poor Poet stumbled in Scene III when’

arriving at the bit of French nonsense. Remember?

Ne manque pas de dire 3 ton amant, Chimdne, comme le e
lac est beau car il faut qu'il 1 t'y méne. Lucky beau!

Qu'il t'y — What a tongue-twister' (p 225%)

t

L
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Our three authors give credit to Barthes' system of hermeneutic tactics.

Nabokov, in particular, with his flawless language of camoufla

or deception, exhausts Barthes' categories in a minute — Nabokov's

linguistic aptitudes go far beyond Balzac's Sarrasine.

The subject of omissions and prominent techniques of obfusca-
tion and retardation concludes well our discussion of detective Fiction
and completes our earlier chapters on plot structure and narrative

’

perspective. Thes® techniques, previously set forth as the.fifth

constituent of our prototext, directly affect the unfolding of the
plot pattern and the narrator's mode. The plcilzkrries the main
omission, the pockets of secondary gaps and also the repetitions and

the conjectures that impede the progress of its '"excludable :idgge"

or "espsée dilatoire." 21 The narrator, on the other hand, 1is the

agené who will omit fundamental information and divulge excess or contra-
dictory data in his use of repetitions and suppositions that could 'perhaps'
/prlaiﬂ the omission. For instance, it is the narrator who will employ
/,a conjectural style and thisrwill be reflected*in a plot pattern con-
structed on omissions and the formulation of hypotheses. An author

‘Iike Borges or Robbe-Grillet, in his organization of.repetitions and
possibilities, has left the primary omission and other gaps often

The major omission and secondary gaps in a narrative inevitably lead .

an author to adopt various techniques of obfuscation. This chapter

will dwell an'the pervasive techniques of repetition, especially thé'

repetition ‘of formal and less formal hypotheses in Robbe-Grillet's

novels Les Gommes, Le Voyeur and La Jalousie.
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Robbe-Grillet: "Un trou demeurait toujours dans 1'emploi du ;ggps,ﬁ

\

Robbe-Grillet, in interviews with critics &r at conferences,
as early as 1961 and as late as 1976, has taken great pains to expound
the sou:ce of mystery and ambiguity in his novels — the major omissifn

that is purposely left opened, or as Mathias had said: "un trou demeurait

toujours dans 1'emploi du temps.' Robbe-Grillet's elaboration of a

——

“ypoetics of omission with the resulting repetitions and conjectures

lies to all his early novels. To begin our analysis of Robbe-Grillet

nction of omissions in his narratives, we should read with

and the

dinal statements on the technique of omission from Les -Gommes

care his ¢

ernidre 3 Marienbad. One of Robbe-Grillet's most detailed

speeches7about omissions was a response to an interview question in

CahPéTsidu cinéma; another explication of omissions in his early texts

technique in his novels. These later declarations may be

viewed as coginter-argument against critics like Bruce Morrissette

his topic of omissions to a measly footnote. (Incidentally,

=

1so relegates the topic of detective fiction and Rohpe- ,

who relegate

) . A
{ Marrissette

Pour Marienbad, j'ai &crit, non pas un scénario,
mais directement un d&coupage. (1961)

le phénoméne important est toujours comme & 1'état
N de creux aufedeur de cette réalité ..., Comme le
personnage principal de La Jalousie n'est qu'un
creux, comme ['acte principal, le meurtre, est en .
creux dans Le Voyeur. Tout est racont®& avant le
— T~ trou, puis de nouveau apréds le trou, et on essaie
de rappro¢her les deux bords pour faire disparaftre

P
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ce vide g&nant. Mais c'est tout le contraire qui se
produit: c'est le vide qui envahit, qui remplit
tout. (1961)

There is the problematics of the hole in the narrative

(récit); it had already appeared in Les Gommes (the

missing murder), in Le Vozeur (the missing ng crime),

in La Jalousie (the missing character). The hole

has assumed such importance that, practically

speaking, the narrator has fallen into the hole,

and in Topologie, he reappears on the other side.
(1976)

Quand je repense aux - Gommes, au Voyeur, i La Jalousie,
ce qu1*me frappe, c'est une approche croxssahfg de ce
qu'es? se vide central de 1'oeuvre. (1976) <3
It should be mentioned that two critics, unlike Bruce
7 . . . I i eha meoa e
Morrissette, have been interested in the 'vide central' in the novels

of Robbe-Grillet. Maurice Blanchot in 'La Clarté romanesque' and

Olga Bernal in her treatise with the subtitle Le Roman de 1'absence

address.themselves to the dynamics of omission.24 For her part,
studying 'le vide' as prevalent image énd purvey6r of uncertainty,
\

Bernal makes in passing a reference to how the Frengh author's mode of

{

creating enigmas falls within the tradition of the detective genre

and is congruent with the writing styles and techniques of authors like

Hemingway and Faulkner who are fascinated by ellipses and absences Zsln her

only note about this tradition, the critic points to detective fiction
2

and Faulkner's novels as wort; that ultimately disped, the mystery whereas

"in Robbe-Grillet's novels, the mystery abides without relief:

C'est par cette incapacité de combler ses prapr::\kvﬁﬁs
lacunes que le roman de Robbe-Grillet différe de °
celui de Faulkner, dans le sens précisément ol on a
pu les comparer. Le roman de Faulkner gravite autour
d'un trou dans le récit qui ne se remplit que trés
graduellement, vers la fin du roman.

Le roman policier pose, dés le début, cette victoire
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de 1'homme sur 1'inconnu. Le trou dans le roman
policier est une connaissance, une certitude simple-
ment différ€e. Le roman de Robbe-Grillet, au contraire,
est 1'impossibilité radicale de jamais Eamblfg cette
lacune autrement que par des hypothéses.

-reflexive texts concentrate

-

Just as critics of modern sel

solely on literary works even though inner duplications are replete
in a self-conscious genre like detective fiction, critics of modern

enigmatic texts restrict themselves to the literary without a side

glance  at the popular. This is very unusual in view of the fact that

such enigmatic novels as Sanctuary, Absalom, Absalom!, Les Gommes,

Le Voyeur, The Lime Twig, Murdoch's The Unicorn, Aquin's Trou de

mémoire or Duras' Moderato cantabile have, like the detective

story, a crime as the main omission. We believe- that one viable

aapproach to the examination of omissions in Robbe-Grillet (or other

modern authors from Faulkner to Duras) would surely be via the field
of detective fiction. It would be worthwhile, for instance, to follow

- - e L :
the 'development and recent rehandling of omissions in such nouveau roman

authors as Michel Butor, Claude Simon or Marguerite Duras. The

main omission in Butor's L'Emploi du temps (a novel built on the

principle of the prototypical. mise en abyme detective story Meurtre

de Bleston) is due essentially to Revel's impossible task of having

EY

the time of his adventure in Bleston coincide with the time of his

L 3
~

iting about himself and the city. The secondary gaps or holes in his
jaﬁrnal entries attest to the narrator-writer-reader's failure t@ireaah

full comprehension of any event:

Dans le texte dat& du jeudi 3 juillet que je
lisais hier, j'ai décelé& une importante lacune,
due sans doute d 1'heure tardive qu'il &tait quand
j'en suis arrivé au passage dans lequel il faut

L] =




insérer cet incident, et plus profondément au fait
que sa véritable liaison avec ce fragment de mon
aventure que je m'efforgais alors de fixer ne m'&tait
pas encore apparente.

cet ensemble de pages qui sera inévitablement
insuffisant, inévitablement lacunaire, entre
autres raisons parce que je n'arriverai pas a dire
tout ce que je voudrais sur ma derniére visite aux
tapisseries du Musée 27

Coincidentally, Butor entered into a stimulating discussion on the

topic of gaps in detective fiction, more precisely on gaps in L'Emploi

du temps, 1in‘a recent interview:

In a detective novel you know at the end what really

happened, exrepting some very sophisticated ones

where you arg given two possibilities, or more;

in a book like that you don't know what happened exactly

and, of course, in life generally you don't know what

happened exactly. Reality is not a continuous thing;

it is full of holes .... We fill the gaps of reality

with fiction.

When Revel does his writing, it is also full of

gaps; and the book is finished with a hole: the last day

of February in a leap year. ... it is a hole in the story;
- so the book is at the same time closed and open.

Revel's experience is full of gaps, and his recollections

are full of gaps; but it is only very slowly that he

becomes conscious of that fact, only very slowly that he

tries to fill the gaps. * '

When we examine Robbe-Grillet's Les Gommes, the entire story

since, as the author explains in a preface, the crime was not actually
performed until a day later or as it were, the investigation preceding

the crime (the narrative itself) is '"en trop': 'Car le livre est

justement le récit des vingt-quatre heures qui s'&coulent entre ce cow.

de pistolet et cette mort, le temps que la balle a mis pour parcourir trois
. N , 29 _ - ,
ou quatre métres — vingt-quatre heures ''en trop'." For the detectives

Fabius, Laurent and Wallas, the major omission they have to contend with



centers on Dupont — was his death really a suicide or might it have
been a murder? Laurent, in the story, is pictured as an armchair
detective closeteé in his offj and perturbed with suspicions and
possible interpretations lna\m facts about the case. Wallas,

on the other hand, more inclined to action than to reflection, vanéers
aimlessly about the city until so weary that he enters the Dupont home.
To more fully understandrthe procedure of hypothesis-making and how it
is employed by a character to fiil in the major omission, let usgfaius
oﬁr attention on the much peglected figure of Laurent. This commissioner
should be given credit for having disentangled the mysté;y by positing
suppositions that correctly closed the mystery had Wallas not intervened

and destroyed his postulation by cammitzing the crime:

Si 1'on ne retrouve pas la trace de l'assassin,

fagon cohérente... ... Et si Dupont n'é€tait pas mort?

or il est impossible de reconstituer son suicide de

Dupont nest pas mort; 1l suffisait d'y penser.

'Y P
(p. 245)

The whole procedure of iéﬁgiﬂiﬁg hypotheses to arrive at a
resolution is very visible in a few passages of this novel. One such
case for example depicts Laurent's fabrication of probable explications
to eradicate the major problem. While constructing his theories, his
thoughts move freely — either forward, in reverse, bifurcating or even
erasing — to form a labyrinthine system of possibilities (an
exterioriiation of this @é;illating movement of the mind would be
Wallas' random walking and retracing of steps until he is genuinely
. 1ost in the "boulevard circulaire.%):

) 4
Ici Laurent s'arréte; il y a toujours quelque chose

qui n'est pas clair: Dupont est-il mort sur le coup,
ou non? ’



Su?paseﬁs qu'il se soit seulement bless&: ... \

Et en admettant que le revolver se soit enrayé,

Par contre, s'il avait réussi 3 se tuer tout & fait, ...
I1 est possible que Dupont lui-méme ait recommandé

cette précaution .

I1 est déji &tonnant que Dupont, ou Juard, ait adopté

I1 y a bien une autre hypothése:

I1 y a toujours quelque chose qui ne va pas:

Et 1'on revient & 1'hypothése de 1'échec

Le commissaire Laurent sait bien que, maintenant,

il va recommencer encore une fois tous ses échafaudages,

car c'est justement cette solution qui lui déplait
le plus. (pp. 143-146) {(we underline)

The technique of repetition is implied in the elaboration of a series
of formal conjectures as the one presented above. And since Laurent
always reaches the same conclusion of "l'Echec" or that Dupont is %1(
still alive, he is forced to continually review and scrutinize hisl
whole series or systeﬁ of suppositions. This exhaustive recalling .

gives rise to another type of repetition — the theory must be

L™
]

recapitulated and re-examined in extenso for possible errors,

5

interpretations or blanks.
The foregoing system of hypotheses with its strict formal
enunciation of a specific problem followed by a complete listing of
: prbbabilities is quite recognizable by its format. (It is of course
the format of the logical deductibns iﬁ conventional detective fiction
arfid -the methodical organization of Borges' assumptions in essays and
ficciones.) Apart from this f@fmsgrccnstfucticn of a problem —
hypotheses — plausible solution, tﬁere are in Les Gommes a few instances
of less formal introductions of hypa:hgsés and these are more difficult to
comprehend at a first reading. A great stumbling-block that impedes

a reader's ability to identify these less formal conjectures (and the
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stumbling-block grows sharper in Robbe-Grillet's ensuing novels) 1is
caused by the author's mode of releasing the conjectures in the present

tense. These suppositious actions are described in the novel as if

they are happening without making any distinction between the unfolding

"]

of the 'real' action and the fabrications or speculations. Thu

the ‘real' story and the 'imaginary' or 'fictitious' stories function

on the same plane. .Ne observe this phenomenon of explicitly fictional

narratives within the 'real' narrative, for instance, when Laurent

imagines to whom Dupont might have written a letter informing others
about his suicide plans. To be sure, this is simply Laurent conjecturing
possible means of explaining the mystery, however, the reader has the

distinct impression that these possibilities are part of the action:

11 s'arr8te devant sa table de travail et jette um

coup d'oeil aux lettres qu'il vient d'&crire: une

pour Roy-Dayzet, une pour Juard ... pour qui encore?
Une pour sa mme, peut-&tre? Non; et celle qu'il
adresse au ministre a sans doute &té postée la veille...

I1 s'arr8te devant sa table de travail et jette un
dernier coup d'oeil @ cette lettre qu'il vient
d'écrire au docteur Juard. Elle est claire et
persuasive; glle donne toutes les explications
nécessaires pour le camouflage de son suicide en
assassinat. (p. 142)

I1 s'arr8te devant sa table de travail et jette un
dernier coup d'oeil 4 cette lettre qu'il vient

d'écrire, pour un confrére belge qui s'intéresse

i ses théories. C'est une lettre claire et séche; .
elle donne toutes les explications nécessaires.
Peut-&tre, quand il aura dfné, ajoutera-t-il un

mot plus chaleureux. (p. 173)

Again, as Laurent dramatizes possible scenarios to make the mystery

not as reticent, these less formal hypotheses may be collocated to

K

form a pattern of similarity and variance.

To illustrate the tradition from which Robbe-Grillet stems,




let us peruse for a moment the suppositions that create patterns of

repetition in Faulkner's now@]s, for instance in Absalom, Absalom!,

Faulkner's technique prefigures in many ways the French author's system

mood of the formal postulations. Since no relatives, friends or witnesses

know with absolute certainty intimate facts about the Sutpen family

and ultimately Charles Bon's murder, the reader is led inexorably to
s -
fictional recreations of determining epi&aﬁes in their life. Indeed,

the entire novel revolves around a few important events that are always
being reviewed by different voices. A good example of an event clouded
in mystery and teeming with uncertainty and impreciion concerns the

big wedding. Mr. Compson tells Quentin his oral account of the possible

and which he doubtless had from Sutpen himself in the
same accidental fashion,... Mr. Coldfield apparently
intended to use the church into which he had invested
a certain amount of sacrifice and doubtless self- '
denial and certainly actual labor and money for the
sake of what might be called a demand balance of
spiritual solvency, exactly as he would have used

a cotton gin in which he considered himself to have
incurred either interest or responsibility,

Perhaps his wanting a small wedding was dué to .

or berhaps it was some innate sense of delicacy

and fitness ... But it was not due to

He might not have gone out of his way to keep Sutpen
in jail, but doubtless the best possible moral
fumigation which Sutpen could have received at the
time in the eyes of his fellow citizens was the fact

that Mr. Coldfield signed his bond ... 30 -
( .

_ 7 e
Confronted with such a text as Absalom, Absalom! where every sentence

is an allegation, not an assertion, it is difficult if not impossible

for a reader to orientate himself: he must continually infer, speculate,
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imagine. A reader cdnnot gloss over a text that abounds in expressiaﬂé
like "perhaps,'™ ‘'‘maybe," 'apparently," ‘''doubtless," 'might have,"
"could have,' but must struggle with the probable meanings of every
conjecture. In short, the reader not only stops at every allegation

but scans between the lines. This effort on the part of thedfader

forces him to artfully reconstruct or recompose mutatis mutandis the

narrative for himself.

Robbeg-Grillet substantiates his idea about inserting in a text
hypotheses in the present tense by referring to the actual situation
of a trial or police interrogation, or by extension, to a detective
interviewing suspects. At a trial or interrogation, false suppositions
and contradictory conjectures, are formulated, inspected, reviewed,

-

accepted or rejected with the same 'reality,' the same objectivité,
s '

as tangible data.. The judge or police chief weighs indiscriminately

the imaginary and the factual. Robbe-Grillet's subtle argument

comparison from his 'preface' to L'Ann€e dernidre & Marienbad

very

enlightening for our purposes:

Ayant admis le souvenir, on admet sans peine
1'imaginaire, et personne non plus ne proteste,
méme dans les salles de quartier, contre ces scénes
policiéres ou de cour d'assises, ol 1'on voit une
hypothdse concernant les circonstances du crime,

une hypothése fausse aussi bien, faite par le juge
d'instruction dans sa t&te, ou en paroles; et 1'on
voit ensuite de la méme fagan sur 1'€cran, lors des
dépositions des différents témoins, dont certains
,mentent, d'autres fragments de scénes, plus ou moins
contradictoires, plus ou moins vraisemblables, mais
qui tous sont présentés avec la méme qualité d'image,
le m&me réalisme, la méme présence, la méme
objectivité. Et de m&me encore si 1'on nous montre

ne scdne future, que 1'un des personnages imagine,

te. ' ‘

Que sont, en somme, toutes ces images? Ce sont des

imaginations; une imagination, si elle est assez vive,
est toujours au présent. 1

7
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This mingling of tHe imaginary or thes 'hypothése objectivée" (to use
Robbe-Grillet's term) with the ‘real,' all in the present tense,
appears in its embryonic form in Les Gommes. Robbe-Grillet's further

explorations in this direction resulted in the more complex and ambiguous

narratives and scenarios La Jalousie or Dans le labyrinthe and L'Année

derniére 3 Marienbad or L'Immortelle. In the eyes of Robbe-Grillet,

this fusion of "le vrai, le faux et le faire croire” is consonant with

the salient preoccupations of many modern novelists:

Le vrai, le faux et le faire croire sont

devenus plus ou moins le sujet de toute oeuvre
moderne ...

Tout se passe mégé-zamme si le faux — c'est-3-dire
i la fois le possible, 1'impossible, 1 'hypothése,
le mensonge, etc. — &tait devenu 1'un gfs thémes
privi1égiés de la fiction moderne ¢

Mathias' obsessions about a certain type of crime initiate
repetitions in the first loop of Le Voyeur. These repetitions pfepa;e
or anticipate the murder. It is the murder of Jacqueline, this
unknown blank or fissure at the center of the novel, which sets in motion
the other series of repetitions in the second loop. We are concerned
only with the repetitions after the crime and how they pretend to close
the major omission. Mathias feels threatened by the fact that someone
may have Been a spectator to the crime, in other words, his problem
resides in proving to himself: did anyone actually see me at noon on
the cliffs? Did Maria, Julien, or others on the island see anything?
This problem causes Mathias to always be cautious in his speech and to
be very vigilant and wary of 'everyone (and in turn, everyone is suspicious
of this strange 'voyageur'). 33 (?fiae one hand, Mathias imagines

i
and refines his alibis which will furnish a good 'story' or fiction




about his noon hour activities — visiting the Marek farm —, and on
the other hand, he incessantly goes over his day's itinerary to uncover
any possible hole or mistake that could incriminate him. All these
gushes of recapitulation are undertaken with a probable witness in mind.
Considering Le Voyeur in this fashion is quite different from most
critical endeavors which ultimately are confused about the novel's title.
The title, in our 'learned' opinion, relates to Mathias' problem of
who ﬁas seen him and underlines the reason for all his conjectures,
falsifications and recapitulations.

Mathias, of course, 1is fully cognizant of what has happened
during the noon hour. Unlike a detective who tries to fill in correctly
the major omission of the crime, a presumed murderer will suppress his

knowledge and try to close the gap with pretense, deception and

alibis. Whenever Mathias, absorbed in his process of recapitulation,
arrives anywhere near the unmentionable point, his thoughts reach

excruciating heights of exasperation. He will abruptly stop his recital,
unable to go any further — he will advance with trepidation up to the

edge of the hiatus, ﬁi!%lé around the omission, and then retreat to

safer ground: \
la photographie, le sentier qui descend, le creux .
sur la falaise & 1'abri du vent, secret, tranquille,
isol& comme par les plus &paisses murailles... comme
par les plus Epaisses murailles... la ‘table ovale au
centre de la pi&ce, 1la toile cixSe aux petites fleurs
multicolores, la pression des doig®h sur la fermeture,
le couvercle qui bascule en arridre comme ml par un
ressort, l'agenda noir, les prospectus, le cadre
en métal brillant, la photographie ol 1'on voit...
la photographie, oii 1'on voit la photographie, la
photographie, la photographie, la photographie...

(p. 142)

Mais n'y trouvant pas la pelote [gans les poches
de sa canadienﬂej ,-il s'était alors souvenu...



I1 s'&tait souvenu qu'il ne l'avait plus sur lui.
(p. 196)

1'aller et retour jusqu'd la ferme — y compris la

petite réparation & la bicyclette devant la porte
close — et 1'aller et retour jusqu'au bord de la
falaise, y compris... (p. 248)

Il ignorait m&me que ce fOt justement 1'endroit
ol la fillette &tait tomb&e... tombée... tombfe...
I1 s'arr8ta. (p. 264)

-
The style with which Robbe-Grillet forays into the sensitive area

merits closer attention. First, we observe the author's felicitous
use of elliptical punctuation to manifest what is unutterable. Secondly,
the repetition of key words in one order and then in its reverse order
reflects very well the thought process itself surveying wha® Butor had
called "1'&tude de ses alentours.'" And thirdly, we notice Robbe-Grillet's
choice of the exact word 'creux' to describe the place of the crime:

"3 cet endroit de la falaise — dans le creux ol elle mettait ses moutons

d paftre" (p. 137) "le creux sur la falaise 3 1'abri du vent." (p. 142)
This word 'creux' designating the place of the crime and/or the omission

is a superb example of a word as inner duplication or self;reflectian

and also a brilliant instance of equivoque. From a technical standpoint,

Robbe-Grillet's production of 'le creux' and its contours in Le

As in Les Gommes, where Laurent imagined hypotheses that
could penetrate the suicide-murder, Mathias also gathers suppositions
that might calm hiifquilis about the p@ssibility.af witnesses. The
majority of conjectures in Le Voyeur are expressed as formal hypotheses

where the problem and its procedure of disentanglement are clearly

catalogued. One of Mathias' longest enumeration of hypotheses
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involves a likely suspect. Two questions disturb Mathias with respect
to the victim's sister: which route did Maria Leduc take in order to

find him and why did she want to see him? In his imagination, Mathias

screens threﬁ}h all the possible roads and short cuts that Maria could

have chosén in her pursuit. This mind-riveting system of formal

culminates in oné of Mathias' many weavings and interweavings of his

"emploi du temps." 34 We should cite a few tangents of this system

of deduction which ultimately fails in reassuring Mathias:

Maria, pour venir au hameau des Roches-Noires, .=
avait d0 passer sur la route pendant que Mathias
était chez le couple .... (p. 134)

elle ne pouvait avoir emprunté le m&me sentier

que lui, mais un raccourci safns doute, .... (p. 134)
Ainsi Maria roulait déja vers la falaise avant

qu'il ne soit lui-m&me remonté sur sa propre
bicyclétte. ... (p. 135)

Elle &tait donc venue par un autre chemin.

Grice aux ondulations de la lande, il semblait fpeu
probable — il &tait impossible — il &tait impossible —
il &tait impossible qu'elle 1'eQit apercu d'un sentier

d 1'autre, elle allant, lui revenant. Lié-bas, dans

le creux abrité ol broutaient les.brebis, elle 1'avait

d coup sOr manqué de peu. ... Il paraissait difficile

: qu'un nouveau raccourci existdt. ... (p. 136)

Mathias, qui venait de négliger cette derniére
possibilit& au cours de toutes ses d&éductions pré-
cédentes, craignit sur.le moment que la construction
entidre ne fOt 3 reprendre. (p. 136)

Another interior debate flares up about an even more
intimidating suspect. Mathias examines every aspect of the menacing
prgblem ~— was Julien at the Marek farm or not? Both possibilities
hold grave dangers for the murderer: if at the Marek farm (as he
should have been), Julien knows perfectly well that Mathias was not

there; if not at the Marek farm, Julien may have wandered in the
1
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vicinity of the cliffs that noon hour. Mathias' inquiry into the R —
whereabouts of the ''voyeur" so engrosses him that he devises a new
spectrum of formal hypotheses. These strict postulations terminate

in a host of unanswerable questions. And on the eve of his departure

T

from the island, Mathias comes to the conclusion that the odds are

against him, since Julien, in all likelihood, saw everything and
has enough proof'to denounce him. 35
-

Si le gargon &tait véritablement dans la cour

ou le hangar, en cette fin de matin€e, il savait

tréds bien qu'aucun_voyageur n'avait frappé i la

porte. D'autre part, s'il n'y était pas, et qu'il

voulQt seulement le faire croire & son pére, ... . y

(p. 24_4) O\

Tout en reprenant en sens inverse la petite route,
entre les troncs tordus des pins, le voyageur
ressassait dans son esprit les multiples aspects du
probléme. (p. 246)

e

Apart from instituting an exhaustive list of formal hypotheses
to investigate specific problems as the suspects Maria or Julien, there
- »
is in Le Voyeur another operation based on repetitions and permutations.

This other operation consists of Mathias' constant reassessment and

retrospection or analepse of his activities of th¢ day. 36 These
recapitulations and calculations about the de te time of his every

vigit or encouﬁter are deemed necessary by Mathias to co-ordinate his-
time of the bliné spot‘or fictional time with the Qerifiable time of the
mornink and afternoon. iLThis is whf to strangers as Robin or Julien,
Mathias feels compelled to establish’his itinerary where "il en vint
_tout naturellement‘i faire le récit éouplet de sa journée.' (p. 181)

It is significant that most of Mathias' recapitulations emerge directly
from and complement his system of formal hypotheses. ané the formal

conjectures are painstakingly pondered on, Mathias repeats his time

v



schedule to assure himself that his alibis caincide with the time
;Fpse or neén hour gap. His calculations, needless to say, always
fall short of their goal. However much the time between eleven and
one o'clock is st?égched out, in a forward or retrograde direction,

there is forever this isthmus or line at the median of the 'creux':

11:00 a.m.

Y

(The exteriorization of this patterh of repetition or incessant re-%
evaluation of the time schedule is made very visible by Mathias'
physical meanderings on the island and his becoming lost in the double
circumvolution of the paths.)

To illustrate these computations of his time schedule and

the problematics of the hiatus, we note how the formal hypotheses

up to the Leduc home. In the other important retrospection or analepse,

Mathias tabulates a longer period of time to account for or bridge the

gap. These suecessive repetitions of his itinerary between eleven and
one, perfused with blanks, only too patently expose to Mathias the

'creux’' that cannot be dispelled or mended in his own fabricated story:

Mathias se mit en devoir de‘récapituler ses
déplacements depuis son départ du café-tabac-garage,
sur la machine loufe. 11 &tait & ce moment-13 onze
heures dix ou onze heures un quart. Etablir ensuite
la chronologie des stations ne présentait pas de
difficulté notable;> ...

Pour commencer, le trajet jusqu'au premier arr&t &tant
3 peu prés négligeable, on pouvait fixer celui-ci &
onze heures quinze exactement.

I1 s'agissait de la dernidre maison 2 la sortie du bourg.
Mme Leduc lui avait ouvert presque aussitdt. ... la
photographie, le sentier qui descend, le creux sur la
falaise 4 1'abri du vent, secret, tranquille, isol& comme

226
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par les plus &paisses murailles... (pp. 141-142)

Apyés s'8tre tellement acharné d la confegtion de cet
71ibi [la fausse visite chez la ferme Marek] — comme
s'il eOt Et€ de nature 3 le laver de tout soupgon —
Mathias s'apercevait 3 présent de son insuffisance.

Le s&jour sur la falaise avait dur€ bien trop longtemps
pour qu'on pQt le résorber tout entier de cette maniére.
Un_ trou demeurait toujours dans 1'emploi du temps.

Mathias se mit en devoir de récapituler ses arr8ts
et déplacements depuis son départ du café-tabac-garage.
I1 &tait 3 ce moment-134 onze heures dix ou onze heures
un quart. Le trgjet jusqu'd la maison Leduc &tant 2
peu prés négligeable, on pouvait fixer 1'arrivée chez
la veuve 3 onze heures quinze exactement.

Pour réduire autant que possible la différence,
Mathias remonta vers ce m&me point & partir de 1'instant
ol il avait regardé sa montre: une heure sept, au café
des Roches-Noires.

Le temps anormal, en trop, suspect, inexplicable,
atteignait quarante minutes — sinon cinquante.

) - o (we underline) (pp._247-248)

In his final retrospection, Mathias simply traces the figure eight

in his journal as ostensible, sign of his re-examination of the major gap:

Il tourna une feuille en arridre, se réetrouva au

mardi et reprit une fois de plus la succession imaginaire
des minutes, entre onze heures du matin et une heure

de 1'aprés-midi. 11 se contenta de raffermir avec la
pointe de son crayon, 1la boucle mal formée d'un chiffre
huit. Tout &tait en ordre désormais. (p. 279)

Although Maria and especially Julien are the two most
vexatious suspects, they are inevitably not the only individuals who
torment Mathias. Immediately after the crime, as evinced }Gf
instance in his conversation on ;he road wfi?ayme Marek, Mathias is
on the alert for any sign or saugd that may implicate him inithe murder.
Even with the less threatening s;tuatians, the conjectures designed to clarify
the difficulty are brought forward systematically and in the conditional
tense. From each small mystefy or inscrutable situation radiates a

cluster of speculations. The following example, where Mathias is .



restricted by his position, demonstrates the presence of these minor

formal conjectures in Le Voyeur.

~

1'un des deux hommes dit quelque chose d son
collégue — que Mathias ne comprit pas. Des syllabes
se reformérent aprés coup, dans son esprit, qui
ressemblaient 3 'falaise' et — plus incertaines —
au verbe 'lier.' 71 tendit l'oreille; mais personne
ne parlait plus.

Le voyageur trouva bizarre qu'ils se soient tus
ainsi depuis son arrivée, ... Peut-&tre les avait-il
dérangés ... ? Il tenta d'en imaginer le sujet.

comme si leurs paroles risquaient de le concerner
lui-méme, 3 leur insu. ) (pp. 130-131)

The select system of formal hypotheses which abounds in Le Voyeur
will be very minimal in Robbe-Grillet's next novel. However, the .
procedure of limiting the position of a character or narrator so that
he cannot hear or see clearly (as4sh§wn above) alaﬁg with the teéhnique
of formulating an "hypothése objectivée' or a supposition in the presen;
tense, which we alluded to in Les Gommes, will prove indispensable to
the author in the construction of La Jalousie.

We remember that Robbe-Grillet had attested to a rising
degree of experimentation and complexity: in his use of omissions and
technique; of repetition and conjecture from ’gé Gommes- to La Jalousie
—- '""une approche croissante de ce qu'ést ce vide central de 1'oeuvre."

Already in Le Voyeur, the reader discerns that his aim of elucidating

" only pretending to fill in the gap with his alibis and recapitulations.

Thus, the gap remains nebulous, indeed nearly incomprehensible, for
s A

) - j § & = = ¥ ,- : :
the reader. There is an even more pronounced contradiction in La Jalousie.

Robbe-Grillet has adumbrated that the main omission in this novel pertains

to the narrator '"en creux" in the narrative. - From the reader's

standpaint, we agree with Robbe-Grillet that the central gap relates

.
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to the concealment of the narrator, but when we consider the narrator

himself, his problem is not concerned with his identity but with the

probable relation between A. and the neighbour and especially their
secretive visit to the city. Consequently, in La Jalousie,

for the narrator, there is only the mystery of A...'s possible infidelity
but for the reader, there is the additional mystery of the narrator.
In chapter four, we briefly brought to attention the concealment of the

narrator, in this section, we will exapine the problem that this

i

narrator in turn must contend with.

The narrator's distressful problem involves essentially

one task — interpretation. The husband must decide if what he observes
is limpid and has only one meaning or if what he sees is murky or

ambiguous and deceiving and therefore can be understood otherwise.

*
=

-The uncertainty that lingers in his interpretation fans out to entail
every word, whisper, gesture, or glance between his wife and Franck.

The dilemma of a possible intimacy between A and Franck totally
i

crushes the naffat@r-huébaﬁd; he remains puzzled about actions llke

Did A shrewdly affange the chairs to have Franck next to her and

himself in the distance? Did A purposely forget the ice so as to be

alone with Franck? 'Did A furtively place her blue letter in Franck's
pocket? What was written in this letter? Was it an invitation to

meet clandestinely? ... All these perplexities may be viewed as A's
cultivation of a relationship which will culminate in the alliabsérbing
mystery about her absence from home. Whereas the husband could observe

his wife when she was alone or with her neighbour, the mystery intensifies
with their absence from the plantation. Their visit to the city haunts

his imagination. Does A accompany Franck for errands or for something
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else...? Did the car really break down or was that a handy alibi?
Did they spend the night together? When they returned, did she bend

to kiss Franck or to pick up her parcels? This enticing mystery of

the visit will remain their secret: "Ils n'ont d'ailleurs jamais
reparlé de cette journée, de cet accident, de cette nuit — du moins
37 - —

lorsqu'ils ne sont pas seuls ensemble." (p. 198)

To inspect and interpret the mystery of-A and Franck's
prob?ble ligison, the narrator-husband obsessively mulls over every
detail of the visit: the discreet preparations, . the journey itself,
the return after the overnight stay. His mind interconnects randomly

what is apprehended by the sehses, especially 1'ceil et 1'oreille. 38

This welter of sensory data incite him to re-examine minutely the
actions and to imagine situations. The narrator's thoughts, therefore,
move freely from sight to sound to the imaginative reconstruction of

things seen or heard. The mind is like a : film intérieur which inter-

weaves without distinction observations, dreams and memories. 39 From
this reworking in the narrator's imagination, it is impossible to
distinguish between a description of the 'real' scenes and the
reconstructions, reminiscences, or conjectures elicited by these

scenes and recorded in the present tense.

Because these thoughts and reveries are freefflowiﬁg,éhd
amorphous, it is difficult for an author to channel them as thé
governing principle or structure in’a narrative. In a way, Robbe-Grillet
was forced to restriét the 'myriad impressions' pressing on the mind by
choosing to'cﬁncentrate on an obsessive narrator. Robbe-Grillet

explores narrators in Le Voyeur and La Jalousie who are obsessed

about one very definite problem. As expounded by the author, each



Ed
narrator is '"le moins neutre, le moins impartial des hommes:

e passionnelle des plus obsédantes,

imaginations proches du délire." 'This selection of an obsessive

’ -

mind was mandatory for the composition of the narrative: the obsessive-

ness or fixation is the essential factor in the creation of the pattern

of piétinement, circularity or repetition Robbe-Grillet needed an

. obsessive mind so that the mental flow would focus repeatedly on specific

iabjects and scenes and thereby form a structure or identifiable pattern
of repetition in the novel. We argue that Robbe-Grillet had to resort
to a narrator with an obsessive mind in order to gather or compress the

flow of thoughts and dreams around a presiding pattern. On the other

hand, Bruce Morrissett® and Jonathan Culler contend that the hotchpotch

L

or pell-mell in the narrative can be understood by the fact that the

novel is dealing with a troubled mind: ''The most incoherent text could

be explained by assuming that it is the speech of a deliriou¢ narrator.

A delirious narrator does not necessarily produce an incoherent text.
this type of narrator creates, precisely because of his obsession,
coherence and order through repetition. The obsessive mind holds a
very important creative function.

The husband's persistent re-examination a few areas of
acute mystery or gaps is precisely what gives rise to the formation of

modifications in La Jalousie. All these repetitions or gqg139535

‘"‘

répétitives engender a text whose structural appearance is best

represented by spirals, coils, labyrinths: ''courbes," ‘'boucles,"

o . ) . 42 . . .
"eroissants,' 'rosaces,'" "&cheveaux." Such a narrative engineered

wél

Rather,
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to propel itself through i:sginiry sequences is one of the finest
examples of the modern movement towards "“production” of a text rather
than ‘"reproduction" or the world of the imagination and self-reflection

i < L. . - _ : 43
in lieu of the imitation of exterior reality.

the mystery is that he has to be unobstrusive and always remain on the

periphery. Simply stated: if this narrator could see and hear everything,

he would not have a problem on his hands. As a furtive observer taking

the husband is very constrained

Recabarren in "El fin," ‘'leS restrictions de champ' of vision and
hearing. (The observer in Borges' story, a paralyzed old man lying on
hls cot and scanning the horizon, can only hear the strumming afia
guitar, bits of Qanversaiian, and can only see the horse in the distant
horizon, the approaching figure with a larée hat, and parts of the fatal
fighg. This restrictive position and its inadequacies are underlined by
the author's repetition of the verbs 'to hear' and 'to see'.) 43 Of ‘the
many difficulties pertaining to the circumscribed positian of the narrator

t

in Robbe-Grillet's novel, the most disturbing is 1'encadrement or le

découpage. 451%3 narrator is forever haﬁpered from obtaining a complete
~ ;

¥

picture of a scene: whenever he peers through the tarnished window,

the venetian blind, the glaring sunlight, the dim shade ..., he gains
but a partial view. This oblique grasp of scenes perceived or confidences
3verheard obliges the narrator to turn these fragmentary pieces i@ his

mind — to scrutinize them further, to fill them out, and then to re- ( .

interpret them. And the more incriminating and mysterious the scene,
¢ :

7



the more it w111 relentlessly hapnt the narrator's obsessive mind.

The title La Jalousie, apaft from its other meaningful

resonances, can be interpreted as referring directly to the technique

of découpage or of producing omissions or gaps in a narrative. The

blades of the screen or blind obstruct vision: each line cuts or

intersects to form a shattered picture .or puzzle with areas permitting
decipherment and othox areas emitting shadows or blanks. For example,

the blind, the d&coupage of his visiéﬁ is a mise en abyme of the
A

author's technique of constructing ''des vides," ''des creux,” ‘'des

=¥

fissures'" in the narrative:

f1a fenétre] —' permet d'observer, par le
obliques entre les lames de bois; un déf;c’.!uE’ age
en raies lumineuses paralléles de la tabl
fauteuils, sur la terrasse. (pp. 76-7

L'intérieur de celle-ci (la chambre de A...] est
&clairé, mais les jalousies spnt bien closes:
il ne filtre entre les lames, [¢d et 13, que de

maigres trsces de lumiére. (p. 209)

La silhouette de A. " découpée en lafielles

horizontales par la 1alausie nfidre la fendtre

de sa chambre, a maintenant 1 (p. 41)
(we thngd

And on the night of his long vigil, as the dusk\i \vades the horizon,
the narrator can no longer remain pastég:at the window. He is compelled
to close the blind: 'Par les fentes d'une jalousie entrouverte — un
peu tard — il est évidemment impossible de distinguer quoi que ce soit."
(p. 171) The action of shutting the blind dramatically represents the
enigmatic visit to the city as the main absence. 48 In truth, Robbe-
Grillet has insinuated that his novelistic art is just as much a
découpage as an &criture.

In his investigation to dissipate the mystery of the relation
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ship of A and Franck, the narrator-husband is painfully curtailed.
Many obstructions interfere with his act of spying or eavesdropping.
These obstacles force the narrator, _uncertain of his sensory acumen,
to conjecture about what he may or i;; not have seen or heard. These
encumbrances heighten the mystery and, in DTdEf’tG clarify them, the
isPSETVET must imagine hypotheses. A great many of these assumptions,

intimately connected with the restrictive position of the narrator,

take the mode of a less formal system of hypotheses. For example,

because of a dent in the left window (one of his fgvg;ite vantage points),
the viewer obtains a distorted perspective — the banana plantation
intrudes upon the immediate vicinity of the courtyard and the house.

This imperfection in the glass demands that the narrator-witness

reconsider and re-evaluate in his mind the scattered bits of a scene,

as in a puzzle. The narrator repeats and revises his impressiaﬁ of an -
object or incident to restore some order é%d to acquire a glimmer of
understanding. We shall cite four ingtgnces that brilliantly expose

the technique of repetition with significant alterati d the exhaustion

f informal conjectures in the present tense resulting from defective

(=]
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vision. These four repetitions pertain to the climactic moment

[

of the couple's return from their trip to the city. It is highly

irritating for the narrator to be constrained to perceive their arrival

from the faulty left window, or to see them through 'a glass, darkly:

Dans le battant gauche, le paysage réfléchi est
plus brilliant quoique plus sombre. Mais il est
distordu par les défauts du verre, des taches de
verdure circulaires ou en forme de croissants, de la
teinte des bananiers, se promenant au milieu de la
cour devant les hangars.

.

la grosse conduite-intérieure bleue demeure nfanmoins
bien reconnaissable, ainsi que la robe de A...,
debout prés de la voiture. .



Elle est penchée vers la portiére. Si la vitre
en a £té baissée — ce qui est vraisemblable —

A... peut avoir introduit son visage dans 1'ouverture

au-dessus des coussins. Elle risque en se redressant

de défaire sa coiffure tontre les bords du cadre et de

voir ses cheveux se répandre, 2 la rencontre du conducteur

resté au volant. (pp. 57-58)

Mais dans le panneau de gauche, plus sombre quoique
plus brillant, 1'image réflé&chie est franchement
distordue, des taches de verdure circulaires ou
en forme de croissants, de la couleur des bananiers,
se promenant au milieu de la cour devant les hangars.

La grosse conduite-intérieure bleue de Franck,
qui vient de s'arr8ter 13, se trouve elle-méme
entamée par un de ces anneaux mobiles de femillage,
ainsi, maintenant, que la robe blanche de A... descendue
la premiédre de la voiture.

Elle se penche vers la portiére fermée. Si la vitre
en a &té baissée — ce qui est vraisemblable —
A... peut avoir introduit son visage dans 1'ouverture
au-dessus des coussins. Elle risque en se redressant
de déranger 1'ordonnance de sa coiffure contre les bords
du cadre et de voir ses cheveux, d'autant plus prompts i
se défaire qu'ils sont frafchement lavés, se répandre
d la rencontre du conducteur resté au volant. (pp. 74-75)

Et la voiture de Franck entre en scéne, amenée
dans la vitre avec naturel par la conversation. ('est
américaine, dont la carrosserie — quoique poussiéreuse —
semble neuve. Le moteur €galement est en trés bon état:
jamais il ne cause d'ennuis 3 son propriétaire.

Ce dernier n'a pas quitt& le volant. Seule sa
passagére est descendue sur le sol caillouteux de la cour.
Elle porte des chaussures fines 3 trés hauts talons
Elle s'est immobilis€e contre la portiére avant et se

la vitre bDaiss€e au maximum.

La rpobe blanche 3 large jupe disparait presque
jusqu'§ la taille. La t8te, les bras et le haut du buste,
qui s'angagent dans 1'ouverture, emp&chent en mfme temps
de voir ce.qui se passe & l1'intérieur. A... sans doute
est en train de rassemhler les emplettes qu'elle vient
de faire, pour les emporter avec soi. ..

Aprés un nouveau temps d'arr&t, les &paules Emergent
4 leur tour en pleine lumidre, puis le cou, et la té&te
avec sa lourde chevelure noire dont la coiffure trop
mouvante est un peu défaite, la main droite enfin qui

vert de forme cubique. (pp. 115-116)

(¥
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Dans le battant gauche, ouvert, de la premidre
fen8tre de la salle 2 minger, an centre du carreau
médian, 1'image réfléchie de la va?ﬁure bleue vient
de s'arr8ter au milieu de la cour. A... et Franck en
descendent  en mEme temps, lui d'un cBté, elle de
1'autre, par les deux portidres avant. A. .. tient 3
la main un paquet de trés petite taille, de forme
incertaine, qui s'efface par instant tout i fait,
absorb& par un défaut du verre.

Les deux personnages s'approchent aussit8t 1'un de
1'autre, devant le capot de la voiture. La silhouette
de Franck, plus massive, masque entiérement celle de
A..., situfe par derridre, sur le trajet du méme
rayon. La t8te de Franck s'incline en avant.

Les irrégularités de la vitre faussent le détail du
geste. Les fenBtres du salon donneraient, du mé&me
spectacle, une vue directe et sous un angle plus
commode: les deux personnages placés 1'un 3 c8té de
1'autre.

Mais ils sont déjd séparés, marchant cBte i cBte
vers la porte d'entrée de la maison, sur le sol -
caillouteux de la cour. ... (pp. 203-204)

Which one of these four excerpts is the description of the actual

arrival of A dnd Franck? And which ones are retours en avant,
50

flashbacks, and hypothéses objectivées? Did A leave the car alone

as educed in the first three accounts or did she enter the house
accompanied by Franck as posited in the last postulation? Each version
modifies, amplifies, reduces or retains the essential ingredients
of the scene. For instance, there are minor amplifications like A's
dress — "la robe de A," "la robe blanche de A," 'l1a robe blanche &
large jupe,'" or minor reductions like the package — "un trés petit

paquet vert de forme cubique," ‘'un paquet de trés petite taille, dé

forme incertaine.” The third excerpt embellishes the scene with a
lusciousness of details — the American-made vehicle with a well-function-
ing motor, the grey cushions, the high-heeled shoes, the sand in the
yard. Also, this version presents the action in slow motion ;nd with &
close-ups as in films. When we compare the versions, all except the

third one emphasize the dent in the glass. The last two passages very




adroitly reveal to us further obstructions: how the narrator is

hindered not only by the defect of the glass but also by either A or
Franck's enéraaching or overshadowing positions — 'La téte, les

bras et le haut du buste, qui s'engagent dans 1'ouverture, emp&chent

en m@me temps de voir ce qui se passe & 1'intérieur” and "la silhouette
de Franck, plus massive, masque entiérement celle de A..., situé par
derridre, sur le trajet du méme rayon." This superimposition of

obstacles in the path of the narrator's vision creates more distance

and ambiguity between the scene and the observer. In short, contrasted with
each other, these complementary yet differing passages excellently
demonstrate the poetics of repetition and supposition. 'To be sure’,

the narrator w§11 never deduce what really happened when A or the couple

descended from the car. The narrator, like the reader, as Genette

[

irdicated, remains in the realm of uncertainty and irreducibility:

“la multiplicité des hypothéses contradictoires suggére bien davantage
1'insolubilité du probléme, et 3 tout le moins l§incapacité du narrateur
3 le résoudre." °!

In his task of assembling incriminating evidence; the
distraught narrator is not only curtailed by impaired vision but also
hampered by hearing difficulties. While listening to whispers and hushed
conversations between A and Franck, ‘much of the language is either
inaudible or indistinct to the narrator. This overhearing of only
snippets of sound precipitates the avid listener into confusion and
casts doubt on thé meaning behind the stifled utterances. !Far instance,
the alert narrator cannot grasp the muffled phrase spoken by A to Franck

when seated on their respective chairs on the veranda:

Tl
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Elle s'appuie de 1'autre main au bras du fauteuil
et se penche vers lui, si préds que leurs t8tes sont
1'une contre 1l'autre. Il murmure quelques mots: un
Temerciement, sans doute.: (p- 18)

Elle s'appuie de 1'autre main au bras du fauteuil

et se penche vers lui, si prés que leurs t&tes sont
1'une contre 1'autre. Il murmure quelques mots: sans
doute un remerciement. Mais les paroles se perdent
dans le vacarme assourdissant des criquets qui monte
de toutes parts. (p. 59)

The second repetition accentuates the difficulty of hearing by
including another barrie; to interpretation: the chirping of the
crickets drowns out the whispers .of the probable lovers. And the
narrator's doubt and anxiety is expressed by the only modification —

"un remerciement, sans doute' '"'sans doute un remerciement.’' This

inversion leaves the supposition hovering in mid-air.

The narrator is again at a direful disadvantage when he

cannot comprehend what is likely very clear to others but a sibylline

friddle to him. He is deprived of the inside knowledge that would

enable him to read certain hermetic signs, gestures, words and their
meaning. There is an excellent illustration of this ignorance in. a

refrain introduced at the beginning and repeated at the end of the

novel. A hums a dance tune which seems to have a special significance
for herself and Franck but the narrator is in the dark about this tune

and its referert:

A... fredonne un air de danse, dont les paroles
demeurent inintelligibles. Mais Franck 'les comprend
peut-8tre, s'il les connaft d&j3a, pour les avoir
entendues souvent, peut-&tre avec elle. C('est
peut-8tre un de ses disques favoris. (pp. 29-30)

L%
A... fredonne un air de danse, dont les paroles
demeurent inintelligibles. C'est peut-&tre une
chansqen 4 1a mode, qu'elle a entendue.en ville,
au gythme de laquelle peut-8&tre elle a dansé. (p. 207)

L]
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We acquire another good insighﬁ into the narrator's plight as 'intruder'
and 'outsider' (these words are to be taken in their pristine quality
without any existentig§ residue) when we consider the gleeful episode
of A and Franck discussing theiAfrizag novel which fhey have both read
ﬁut which the husband has not. Lacking aﬁy knowledge about the book,
———the narrator-husband cannot make sense out of their spirited dialogue.
In recalling these dangling conversations, the narrator, kindled
with curiosity, seeks to retrieve the truth by prolonging his series
g{pcanjEEtures. The second passage excellently demonstrates how he
desperately reaches an impasse: 7

11 [Franck) fait ensuite une allusion, peu claire pour
celui qui n'a méme pas feuilleté le livre, & la
conduite du mari. Sa phrase se termine par 'savoir

1a prendre' ou ‘'savoir l'apprendre,' sans qu'il soit,
possible de déterminer avec certitude de qui il s'agit,
ou de quoi. (p. 26)

I1 fait ensuite une allusion — peu claire pour celui
* qui n'a méme pas feuilleté le livre — i la conduite

du mari, coupable au moins de négligence selon

1'avis des deux lecteurs. La phrase se terminait

par ‘'savoir attendre,' ou '3 quoi s'attendre,' ’ o .
ou 'la voir se rendre,' 'ld dans sa chambre,’

'le noir y chante,' ou n'importe quoi. (p. 193)

The narrator's development of hypotheses about the equivocal meanings
emanating from A and Franck's incoherent dialogue is a tacky problem
because his adversaries, apart from imagining alternate actions for
the characters in Fhe novel, are also slyly conceiving their awg' .
plots and plans about their excursion to the city.

A and Franck's pleasurable diversion of imagining other
possible scengriés fnr the characters in fhe African novel reflects
the narrator's vexing need of imagining possible jnterpretations for

his wife and the neighbour's actions. In short, the proliferation
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of hypotheses instigated by the African novel is very similar to

the proliferation of hypotheses aroused by the probable illicit relation

“between A and Franck. In this context of the repetition of hypotheses,

the African novel can be seen as an inner duplication of La Jalousie
(another African novel). The dizzying netWork of conjectures issuing

from the inner African novel (le microtexte) mirrors the outer narrative's

v .-
(1e macrotexte) 1long list of assumptions: 2

Ils déplorent aussi queiquefois les hasards de
1'intrigue, disant que ''ce n'est pas de chance",

et ils construisent alors un autre déroulement probable
4 partir d'une nouvelle hypothse, 'si ca n'était pas
arrivé." D'autres bifurcations possibles se présentent,
en cours de route, qui conduisent toutes i des fins
différentes. Les variantes sont trés nombreuses; les
variantes des variantes encore plus. Ils semblent mé&me
les multiptier 3 plaisir, é&changeant des sourires,
s'excitant au jeu, sans doute un peu grisés par cette
prolifération. ... (p. 83)

The technique of repeating fbrmal ané less formal hypotheses in La
Jalousie is underlined by other inner duplications within the novel.
For instance, the song of the native-or natives, overheard by the
narrator, appears esoteric. The song emanates from a disembodied
voice since the singer is unseen or absent and the incomprehensible”"

song is replete with abrupt stops, long silences, repetitions,

modifications:

/ .

est-ce toujours le m&me po@me qui se continue. Si

parfois les thémes s'estompent,#® 'est pour revenir un

peu plus tard, affermis, & peu de chose prés %dentiquesg
Cependant ces répétitions, ces infimes variantes, ces
coupures, ces retours en arriére, peuvent donner lieu

4 des modifications — bien qu'3 peine sensibles —
entrafnant 3 la longue fort loin du point de départ. (p. 101)

Again, like the mise en abyme of the African novel, the song of the native L

i

is identical to the tangled thought process of the obsessive narrator

reflected in the obsessive repetitions and ramifications in La Jalousj
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the much-tglked-about CEﬁti@ede.- Although

versions. In these passages, the narrator's thoughts originate with
the 'real’' killing of the centipede and ultimately reach ebullition,
where in a fit of rage and jealousy, he imagines the killing of the

centipede on a bed in a hotel room:

La main aux doigts effilé€s s'est crispfe sur la
nappe blanche.

Franck &carte la serviette du mur et, avec son pied,
achéve d'&craser quelque chose sur le carrelage, contre _
la plinthe. (p. 97)

La main aux phalanges effil€es s'est crispée sur la
toile blanche. Les cinq doigts &tartés se sont refermés
sur eux-mémes, en appuyant avec tant de force qu'ils
ont entrainé la toile avec eux. Celle-ci demeure plissée
des cinq faisceaux de sillons convergents, beaucoup plus

longs, Suxquels les daigiéréﬁt fait place. (p. 112)
e’

La main aux phalanges gffilées s'est crispée sur le

drap blanc. Les cing doigts Ecartés se sont refermés
sur eux-mé&mes, en appuyant avec tant de force qu'ils
ont entrafné 13 toile avec eux: celle-ci demeure plissée =
de cinq faisceaux de sillons 2§nv7rgent5iii (p. 166)
’ / (we underline)

La Jalousie is characterized above all by its conjectures

- 53

and repetitions with slight buf significant modifications. There

However, the night of the narrator's vigil, immured in his home,
wanggringéfrgm room to room, alert for sounds on the highway, waiting
firft patiently then impatiently for his wife's return, the husﬁand
attgmptg‘tc expose rationglly reasons that would Account for her absence..
It is apropos that this formal hypothesis should be undertaken at the

precise time of A's distressing absence or at the moment of the main gap
P g gap




242

in the narrative. The narrator systematically imagines, as if

actually happening in the present, a series of fortuitous events

that could explain .her delay: >4

A... devrait &tre de retour depuis longtemps.
Néanmoins les causes probables de retard ne manquent
pas.  Mis d@ part l'accident — jamais exclu —

il y a les deux crevaisons successives

il ¥ a la rupture de quelque connexion électrique

il y a aussi l'assistance qui ne se refuse pas i un

autre chauffeur en difficulté. Il vy @ les divers
aléas retardant le départ lui-m&me ... , etc...,
etc. ... Il y a enfin la fatigue du conducteur, qui

14i a fait remettre son retour au lendemain. (pp. 154-155)

Plot, narrative perspective, techniques related to omissions —
each is an instrument used to create and co-ordinate the suspense and
mystery in a narrative. This final chapter discussed important

technical points in operation in detective fiction and their purpose

A e e e -

in modern literature. Theorists like Spitzer, Jafbbson, Barthes,
Genette have quite rightly demanded that the undaiental role of
techniques in literature be aired, even entrenched in histories of

the discipline —

si 1'histoire de la littérature est en définitive

1'histoire de ces techniques, ce n'est pas parce que

AW la littérature n'est que technique ... mais parce que
la technique est la seule puissance capable de suspendre55

le sens du monde et de maintenir ouverte la question .

Anyone who has seen Robbe-Grillet's L'Année derniére a

Marienbad will remember the delicate, graceful sculpture of Charles
III and his wife in the public gardén. The sculpture depicted the
husband £ Tittle in front of his wife and both looked solemnly and )

intensely in front of them. The posture of the figures is very

mysterious. What are the husband and wife staring at? Why is one

hand of each figure outstretched? What are their fingers pointimg to?

L]



The marble statue forever keeps the gesture a secret. An impenetrable
"

novel like La Jalousie will also forever keep its secret. And the
contemplator of the Charles III statue, like the reader of éi\Jalppsig,
will have to be content with approximations — reveries and suppositions

about possible meanings and interpretations.

non seulement parce que la statue elle-méme est
inductrice de sens divers, incertains et cependant
nommés (clest vous, c'est moi, ce sont les dieux
antiques, HEléne, Agamemnon, etc.), mais encore
parce que le prince et son épouse y désignent du "
doigt d'une fagon certaine un objet incertain ;
(situé dans la fable? dans le jardin? dans la salle?):

ceci, disent-ils. Mais quoi, ceci? Toute la
littérature est peut-&tre dans cet anaphorique léger
qui tout & la fois désigne et se tait.
B
We have attemEEed to 'fill in,' through the study of omissions or

) = , . .
reticences, a small area of thjs fascinating topic of how language

can be used to point as well as to keep silent, or again, dire et

o . 57
ne pas dire.
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CONCLUSION

"Literature's magic is worked on us by various
artifices, but once the reader finds them out
they wear off. Out of this comes the continual
need for greater or lesser iariatiaﬁs, which

may recover a past or prefigure a future."

*

J. L. Borges




Borges, echoing the thought of the Russian formalists

about the evolution of genres, reminds us of 'the continual need

changes in literature can renew worn-out genres. Whenever a literature
becomes redundant or stagnant, it can refresh itself by absorbing
other genres — 'high' or 'low'. We have just explored how one ‘such

branching out to assimilate a popular form has re-invigorated a limb

of modern prose fiction. From its inception, the novel has either
conflicted with or embraced popular culture. The modern novel, as
we know, emerged and developed through interaction with the popular.

That this process is still continuing today is a sure sign of the

vitality and fertility of the modern novel.

The dynamics of variation applies not only to a synoptic

vision of literary history but also to our own approach: how each
single work of art is modelled on another. This idea of variation,

on which the methodology of our arguﬁént is based, .implies that

there are two texts always to be considered — the model, paraﬁigm

or prototext and the narr§tive tha£ absorbs, imitatesrgnd transforms
this first text. In this connection, we can speak of every work

we have studied, if éz\understand'the term parody in its modern
perspective, asja parody of the detective story. Parody is not only

a mode of derision and censure but also includes its opposing attribute
of praising and paying homage to a work or genre. All our authors have

recognized that the detective genre provides, besides hackneyed

-
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conventions, intrinsic potentiality and they haye tried to exploit \
this potentiality.
Modern authors have taught us to look differently at
detective fiction. Every historical period, carrying its own tastes
and values, turns towargds other forms and genres for its own special

reasons. Formerly, in the nineteenth century, authors like Dickens
. {

and Dostoevsky were interested in the detective story for its social ;

s 1

documentation of the crlminal in an 1ndu5tr1allzed world or for the »
) . s 1 X

"poetry of modern life." Today, contemporary authors like >

Borges, Nabokov and Robbe-Grillet reckon with the detective genre

fundanentggly for reasons which diverge totally from those of the
previous century. Our authors take delight in the detective tale

primarily because it is an artful craft. They see the detective

strstggieé, in the contrivance of self-conscious artifices, in the

manipulation of enigmas, in short, the detective story as a self-

referential anti-mimetic fabrication. In succeeding generations,

: the detective genre will be appreciated for other yet unknown quélitiesi
The interest shown by modern authors for popular forms like

the detective story should ha?e some beneficial impact on the popular

genre itself. The variations on the detective structure instituted

by a Nabokov in Lolita or a Pinget in L'Inquisitoire should invite

readers to go back to the popular genre tosxgdiscover its properties,

especially those amenable to trends in contempo
. -

Why is it so fashionable to speak of hermeneuti xts, enigmatic v

s o il

¢tive story from
e
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Baroness Orczy's The Old Man in the Corner to Ross Macdonald's

The Drowning Pool effortlessly accomplishes this ideal of reader
participation? Why is it so exceptional that there be speculations
and inferences formulated by narrators in Borges' 'La espera,’ "Emma
Zunz" or '"Pedro Salvadores'" or in Robbe-Grillet's La Jalousie when
detective fiztion is constituted primarily by the repetition of

"hypotheses as in Agatha Christie's Murder on the Orient Express?

Why is it so remarkable that there be the inner duplication of a

detective novel in Butor's L'Emploi du temps and so distasteful

‘to have one in Christie's The ABC Murders? Why is it so phEnémena{

that there be a 'blind spot' or '"incomplete picture' at the heart of

The Real Life of Sebastian Knight or a "trou" or "fissure" in
Le Voyeur and that major omissions and minor gaps be so inconsequential

in detective fiction?
A few brilliant detective writers have made unparalleled

contributions not only to the detective genre but their inﬂay§ti3ns
‘hgve also penetrated modern literature. Dorothy Sayers and John

ickson Carr, as we saw, ventured to create an open-ended or permanently
inconclusive narrative by resorting to tHe formation of two mutually
acceptable resolutions, one bordering an'the fantastic, the other
jestricted to the logical. Hammett and Chandler, with their breakthrough
to an objective style, offered detektive fiction and literature in general
with another means.of generating mystification and evasion. Agatha
Chrissie shocked taf world of letters by c@nceaiing her murderer under
‘the guise of a bystander-narrator. Anthony Berkeley and Boileau-Narcejac,
each in his own way, ragically shifted D; 'inverted' the centre of

emphasis of detective fiction from the sjufet to the fabula or the




story of the investigation to the story of the criminal or victim. In SUMRATY,

with respect to plot structure, narrative techniques and techniques

B

of retardation, works like The Burning Court, The Big Sleep, The -

Murder of Roger Ackroyd, Trial and Error, and Les Diaboliques

, . , e . -
have made outstanding contributions to the development of the classical-

detective genre and its many sub-genres.

At the beginning of this century, REgis Messac concluded -
his analysis of detective fiction by expressing the hope that the
genre would be taken seriously by future generations, however, he was
not overly optimistic about the genre's prospects: '... il se pourrait que
les romans policiers ne soient jamais autre chose que ce que les
romans de chevalerie &taient pour Mme de Sévigné ou pour La Fontaine,
un amusement de 1'esprit." 3 Messac had wellegrD?§§z§ reasons for
his fears. _On the whole, detective fiction hgs\QEEﬁ reserved an
uncomely fate. Now that this fiction has experienégﬁ“in exuberant
reception from a whole new shoot of contemporary writers from Butor
to Fowles, we express the hope that the field of literary criticism
will soon lose its priggishness and awake to the reality that modern

indeed many areas of confluence.

Modern authors, with Henry James and Faulkner and later
Borges and Nabokov as precursors, have 'renewed the vigor of the

modern novel by touching the earth of popular narrative.' 4 These

authors, and others who have followed in their 5teg§§iike73qhn Hawkes,

: g \ :
Thomas Pynchon and Nouveau Roman writers, have taken the ci§ssical

! )
detective story and its hybrid forms seriously; héwever critids V4

fffff _ :

5

/



have not. Sooner or later, critics will have to contend with
popular fiction if they wish to keep up with new developments in

the novel and the short story. In fact, the trend in contemporary
literature towards anti-mimesis and artifice has led wrfiters to
appropriate popular forms — not only detective fiction but also
fantasy and science fiction .... All of these variations on the

'low! forms are ripe for the 'high seriousness'" of critical
. P g :

>

inquiry.



FOOTNOTES
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Introduction

*
Durrenmatt's words on Bach and variations are from an interview:

Walter Wager, ed., The Playwrights Speak (New York: Delacorte Press,
1967), pp. 85-86. '

from Marc Hanegger, ed., DlCtlQnﬂale de ii mu51que 5c1ence de la
musique. formes, ;gchﬁigggs, instruments (Paris: Bordas, T976), p. 1061.

The complete sentence which contains this phrase reads as

follows: 'Mais la littérature contemporaine, elle, part du récit
policier (de ses personnages, de ses thémes), c'est-d-dire d'une
armature familiére, qu'elle transforme.' José&e Dupuy, Le Roman

policier (Paris: Librairie Larousse, 1974), p. 51.

éjulian Symons in~ Mortal Consequences: A History - From the

Detective %tgry to the Crime Novel (New York: Schocken Books, 1972) and

Manfred Smuda in ''Variation und Innovation: Hadelle literarischer Méglich-
keiten der Prosa in der Nachfolge Edgar Allan Poes, Poetica, 3, No. 1-2
(1970}, 165-187 are two critics who resort to the idea of variation in
speaking about the schema and history of the genre and who endorse the
view that subsequent detective tales are variations on the original seminal
stories of Poe. A critic of Chesterton like W. W. Robson, for example,

can claim that ' ... it. might be said that he derives from a single story
of Poe: many of the Father Brown stories can be regarded as ingenious
variations on the theme of '"The Purloined Letter',' see ''Father Brown and

Others," G. K. Chesterton: A Centenary Appraisal, John Sullivan, ed.
(London: Paul Elek, 1974), p. 60. With respect to Poe as the creator
of a genial plot like the crime Committed in a hermetically.sealed room
and how every story, that has adopted this formula is a variation on

"The Murders in th® Rue Morgue", probably the best cammeﬁtary can be
found in an intertextual reference in John Dickson Carr's The Three
Coffins: '... I am going to outline roughly some of the various means of
committing murders in the locked rooms, under separate classifications.
This crime belongs under one of them. It's got to. No matter how wide
the variation may be, it's only a variation of a few central methods." .
Dr. Gideon Fell's '"The Locked-Room Lecture' appears in  The Art of the
Mystery Story: A Collection of Critical Essays, Howard Haycraft, ed.
(New York: Grosset and Dunlap, 1947), p. 277.

4André Gide was fascinated by Simenon's prolificity. When
questioned about his volume a month, the author of the Maigret stories
explained to Gide that each new story was composed in an attempt to write
\xsthe ideal variation. The great interest Gide took in Simenon’'s tales can
best be appreciated by reading their interesting letters, see "Correspond-
ance André Gide - Georges Simenon," Gérard Cleisz, ed. in Francis



Lacassin and Gilbert Sigaux, Simenon (Paris: Plon, 1973), pp. 387-
452. As the editor notes, Gide's role in this relationship was that
of a teacher: '"... Gide lui offre des conseils ‘et des encouragemerits
précis et une critique franche et constructive.'" p. 390.

SBorges' statement about his stories as variations was written
in English and published as a 'Foreword' to the translation of Ana
Maria Barrenechea's important critical book: Borges: The Labyrinth
Maker, trans. Robert Lima (New York: New York Univ. Press, 1965),
P. viii. The term 'variation' often recurs in Borges' prefaces to
indicate the interrelatedness of his stories. Even as a reviewer of
detective fiction, Borges often uses the concept of variation to compare .
different detectlve stories. Indeed, a whole network of imitations and
variations is perceived, in one case, ranging from Poe to Zangwill to
Chesterton: 'la pieza cerrada.... Edgar Allan Poe lo inventd y propuso
una extraha solucidén ..... Mds 1ngenlosa y menos atroz es la var1§¢16n de
Israel Zangwill (The grey wig, 1903 ...): dos#personas entran a un tiempo
en el dormitorio del crimen; uno de ellos anuncia con_ horror que han
degollado al duého y aprovecha el estupor de su companero para cometer el
asesinato. (El admirable cuento de Chesterton The wrong shape no olvida,
o redescubre, esa variacion).”" Sur, Nos. 70-75 (1940), 62-63

6Borges' expressions are taken from his 'Prélogo' to El oro de
los tigres (1972), Obras completas (Buenos Aires: Emecé, 1974),. p. 1081.

7Bertolt Brecht s idea about variation is c1ted in Fr3n§D15

Riviére, "La Fiction policiére ou le meurtre du roman," Europe, No. 571-
572 (1976), 8. Of course, Brecht was an important advocate of the

detective genre and wrote several short eSsays and articles on this topic.
One such article was included in Jochen Vogt's excellent compilation of
detective story criticism: "(ber die Popularitit des Kriminalromans,"
Der Kriminalroman 11: Zur Theorie und Geschichte einer Gattung (Minchen:
Wilhelm Fink, 1971), pp. 315-321.

8E.M. Forster, Aspects of the Novel (Harmondsworth, Middlesex:
Penguin Books, 1968), p. 99. As a subflitefﬁky genre, the detective
story is reviewed in critical examinations of paraliterature, fér example
in Yvon Allard, Paralittérature 1 (Montréal: Centre de bibliographie de
la Centrale des bibliothéques, 1975) and Marc Angenot, Le Roman popu-

laire: Recherches en paralittérature (Montréal: Presses de l‘UnlvérSIté
du Québec, 1975).

gThe fact that Dostoevsky enjoyed and utilized popular forms
is documented in such studies as Leonid Greasman, Balzac and Dostoevsky,
trans. Lena Karpov (n.p.: Ardis, 1973) and \Michael Holquist, Dostoevsky
and the Novel (Princeton: Pr1nceton Univ. Pyess, 1977). Dostoevsky's

"y.—%ocxau' from detective fiction, as we kng€, stem from his . ‘knowledge
// of the1ﬁg§?§\gi\Poe. This influence is mentioned by Mikhail Bakhtine in

-/ -
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La Poétique de Dostoievski, trans. Isabelle Kolitcheff (Paris: Seuil,
1970), p. 194. :

]DJuiian Symons, 'The Crime Novel: The Face in the Mirror,"
Crime in Good Company: Essays on Criminals and Crime-Writing, ed.
Michael Gilbprt (London: Constable Publishers, 1959), p. 129.
’ o

11Few critics investigate the cinematic or literary fortune
of popular film genres. However, one well-known comparatist, S. §,
Prawer, has recently analyzed fantasy horror films using Robert Wiene's
classic as model: Caligari's Children: The Film as Tale of Terror
(New York: Oxford Univ. Press, 1980). - - - -

'?Alfred Appel Jr., Nabokov's Dark Cinema (New York:

Oxford Univ. Press, 1974), pp. 25-26.

13Victﬂr $hklovsky, '"Art as Technique," Russiap Formalist
Criticism: Four Essays, trans. Lee T. Lemon and Marion J. Reis
(Lincoln: Univ. of Nebraska Press, 1965), p. 12. Shklaviég‘s idea of

ostranenie is the subject of a very good analysis featuri s
application in literature and other areas of culture and 1ife:
R. H. Stacy, Defamiliarization in Language and Literature' (Sykacuse:
Syracuse Univ. Press, 1977), ﬁi;'qugtatiéns from Shklovsky will either
be from the Lemon and Reis translation or from the Guy Verret tfanslation:
Sur la théorie de la prose (Lausanne: Editions L'Age d'Homme,” 1973).

14 . . . -
Robert Scholes, Structuralism in Literature: An Intro-
duction (New Haven: Yale Univ. Press, 1974), p. 85.

ISGérard Genette, "Structuralisme et critique littéraire,"
Figures (Paris: Seuil, 1966), pp. 167-168. *

léﬂarthrép Frye, The Secular Scripture: A Study of the

Structure of Romance (Cambridge, Mass.: Harvard Univ. Press, 1976),
p. 36. There are many pertinent references to detective fiction and
detective writers throughout this book since Frye considers the detective
story within the scope of the romance genre. However, the critic
"confesses that he is not very well versed in this popular form.  This
is evident, for instance, in the substantial quotation which we have
cited and where Frye erroneously comments on the importance of
characterization and social criticism in the detective story. For a
more in depth definition of the archetype, consult Frye's basic text:
Anatomy of Criticism: Four Essays (Princeton, N.J.: Princeton Univ.
Press, 1957).

e
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1/Frye, The Secular Scripture: A Study of the Structure of
Romance, pp. 44-45. We underline the last sentence of this important
quotation. * :

18There are, indeed, many historical surveys written by detective
story writers themselves: we may note the seminal studies of Boileau-
Narcejac, Le Roman policier (Paris: Petite Bibliothéque Payot, 1964);
of Julian Syvmons, Mortal Consequences: A History - From the Detective
Story to the Crime Novel, 1972 and of Francis Lacassin, Mythologie
du roman Qolxgxer, 2 vols. (Paris: Union Générale d'Editions, 1974).
Instead of tracing the evolution of the genre in a book-length study,
a few authors have produced their own historical assessment by arranging
a collection of what they judged to be memorable detective stories.
See the anthologies of Dorothy Sayers, ed., Great Short Stories of
Detection, Mystery and Horror (London: Victor Gollancz, 1928);
Donald Yates, ed., Latin Blood: The Best Crime and Detective Stories of
South America (New York: Herder and Herder, 1972) and we could also
note Ellery Queen, ed. Poetic Justice: 23 Stories of Crime, Mystery and
Detection by World- Famous Poets from Geoffrey Chaucer t to Dylan Thomas
“ew YOTk: New American Library, 1967).

9 .
I’Laura Prindle Rice-Sayre, ''Le Roman licier et le Nouveau
Roman: Entretien avec Michel Butor," French-/American Review,

1 (1976-1977), 108.

5
“OSee especially Tzvetan Todorov, "Typologie du roman

policier," Poétique de 1la prose (Paris: Seuil, 1971), pp. 55-65.

It was the practice of the formalists like Shklovsky and Tomashevsky

to underscore their ideas with examples from popular literature,
particularly the detective story. This trend continues today. Roland
Barthes in his influential structural essay refers exclusively to
Goldfinger to clarify his ideas. Likewise, we note how other
structuralists and psychologists as Umberto Eco, I. Revzin and Jacques
Lacan wrote essays commenting on lan Fleming, Agatha Christie and
Poe'sgg”The Purloined Letter'™ Consider for example their following
famous~articles: Roland Barthes, "Introduction 3 l1'analyse structurale
des récits," Communications, 8 (1966), 1-28; Umberto Eco, 'James Bond:
Une combinatoire narrative,'” Communications, 8 (1966), 77-93 and
I.1. Revzin, '"Notes -on the Semiotic Analysis of Detective Novels,"

New Literary History, 9, No. 2 (1978), 385-388; and Jacques Lacan,
"Le Séminaire sur 'La Lettre volée'," Ecrits (Paris: Seuil, 1966),
pp. 11-61. ‘

: /
21Roland Barthes, S/Z (Paris: Seuil, 1970) and Gérar:

Genette Figures 111 (Paris: Seuil, 1972).

22Roger Caillois i Le Roman Pollcxer, a book written in Buenos
Aires in the 1940's, (one cannot help but think of Borges' influence),
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was one of the early critics (apart from formalists) to transfer questions of
narrative eriticism to the detective genre in order to explicate it

with more scholarly acumen. This pioneering work elucidated some techniques
of detective stories that had been left unmentioned, especially the

unique reverse chronology of the genre: Le Roman policier (Buenos Aires:
Lettres Frangaises, 1941). After Caillois and before the 1970's, there
were very few literary critics who made a significant contribution to

the criticism of the genre. In 1977, Robert Champigny's study on

the themes and techniques of detective stories came to complete this -
lacuna. His book, What Will Have Happened: A Philosophical and

Technical Essay on Mystery Stories (Bloomington: Indiana Univ. Press,
1977), should be read in.conjunction with his theoretical system as
expounded in: Ontology of the Narrative (The Hague: Mouton, 1972).°
Another recent critic, Josée Dupuy makes good use of structural theories
in a few pages of her short book which is part anthology, part historical
survey and. part close analysis, see Le Roman policier, 1974.

(Y]

2 For a general examination of the functioning of the
plot in fiction, we may note, in this instance, the recent book by’
Robert Caserio, Plot, Story and the Novel: From Dickens and Poe to
the Modern Period (Princeton: Princeton Univ. Press, 1979). -
It should be underlined that when critics look at techniques
in the detective genre, they rarely view them with respect 'to the
context of the pattern or structure of the detective tale. Our thesis
attempts to study the plot structure as well as the dominant
techniques. To repeat: the plot and the techniques are mutually
correlated,

_ Echrges' story '"Hombre de la esquina rosada' was published
in 1933 and his later story "Episodio del enemigo' (1969) was included in
his latest collection of tales In Praise of Darkness, trans. Norman
Thomas di Giovanni (New York: E.P. Dutton, 1974)- A Bilingual Edition,
pp. 32-35. In his foreword to his story The Eye, Nabokov reveals that
the Russian title of his "little novel is Soglyadatay .... It is an ancient
military term meaning "spy' or "watcher,"." The Eye (New York: Phaedra,
1965), p. i. Nabokov's autobiography appeared in 1951 under the title
of. Conglusive Evidence. In his foreword to Speak, Memory, the author
mentions how this first title implied a detective element: '"conclusive
evidence of my having existed. Unfortunately, the phrase suggested a
mystery story,..."  Speak, Memory: An Autobiography Revisited (New York:

G.P. Putnam's Sons, 1960), p. I1.

B *
stalquistj "Whodunit and Other Questions: Metaphysical
Detective Stories in Post-War Fiction,' New Literary®istery, 3, No. 1
(1971), 135-156. Holquist's major thesis aims to prove that the detective
story has replaced myths as an inspirational force for contemporary authors:
"what the structural and philosophical presuppositions of myth and depth
psychology were to Modernism (Mann, Joyce, Woolf, etc.), the detective
staﬁéfis to Post-Modernism (Robbe-Grillet, Borges, Nabokov, etc.)" p. 135.
Holq¥ist adds in a footnote that the term "metaphysical detective story"
was formulated by Howard Haycraft to describe Chesterton's Father Brown
stories. p. 154. =
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26 i lant i - Amtart ey v daci oma e
Spanos—goins the term ''anti-detective' story to designate
the literary text which, he believes, employs the detective pattern
only as a subject of derision. As he notes: ''the paradigmatic archetype
of the postmodern literary imagination is the anti-detective story."

"The Detective and the Boundary: Some Notes on the Postmodern Literary
Imagination,' Boundary 2, 1, No. 1 (1972), 154. Critics like Spanos
argue that modern writers oppose the detective story —they wish to explode
the detective story formula in order to create a new fiction. One critic
who bases her study on Spanos' definition of the term ‘'anti-detective'

can be seen in Laura Prindle Rice-Sayre, '"Abra-Cadaver: The Anti-
Detective Story in Post Modern Fiction,'" D.A., 37 (1977), 4335A.

27Jchn Cawelti's few pages on modern literary texts owe
their existence to the articles of Holquist and Spanos. His remarks
about our authors are in the same vein as his predecessors, in fact,
he seems to simply copy them: 'Robbe-Grillet, Borges, and Nabokov
use the classical detective formula like a distorting fun-house mirror
to reflect more sharply the ambiguity, irrationality, and mystery of
the world.... Thus they become not only anti- but backward or inverted
detective stories, a transcendence or rupturing of the formula." .
Adventure, Mystery, and Romance: Formula Seories as Art and Popular
Culture (Chicago: Univ. of Chicago Press, 1976) p. 137. The primary
objective of a very recent book by David Grossvogel Mystery and Its
Fiction: From Oedipus to Agatha Christie (Baltimore: Johns Hopkins
Univ. Press, 1979) 1is to define the concept of metaphysical fear
and mystery as delineated by such diverse authors as Sophocles,
Dostoevsky, Pirandello. It is noteworthy, in view of our topic, that
among his authors, he includes E. A. Poe, Agatha Christie, and Borges
and Robbe-Grillet. He deduces that Poe's and Christie's tales are the
Gnly w@rks that da not cantain mystery of a higher level because in their

&

nghe Nouveau Roman and Robbe-Grillet fare better than our
other authors. There are a few critical studies on the detective story
and the French school. We note, for example, Jean Alter, ‘'Faulkner,
Sartre, and the 'Nouveau Roman',' Symposium, 20, No. 2 (1966),:"
101-112; Hanna Charney, "Paufqual le 'Nouveau Roman' policier?,'
French Review, 46, No. 1 (1972), 17-23; Ludovic Janvier, Une
Parole g;lgeantg Le Nouveau roman (Paris: Editions de Minuit,
1964); Melvin Friedman, ''Les Romans de Samuel Beckett et la tradition
du grotesque,' Revue des Lettres Modernes, 94299, No. 1 (1964),
31-50. There is also the thesis by E.M. Eisinger, ''The Adaptation
of Detective Story Techniques in the French New Novel," D.A. 34
(1973-1974), 310A-311A. Among Nabokov's critics, there is the
significant but sole contribution to the topic made by Alfred Appel Jr.
mainly in Nabokov's Dark Cinema, 1974. We may also mention Patricia
Merivale's pertinent article which makes a comparison between Borges
and Nabokov and indicates their parodic use of the detective story —
"The Flaunting of Artifice in Vladimir Nabokov and Jorge Luis Borges,"
Nabokov: The Man and his Work, ed. L.S. Dembo (Madison: Univ. of

s il ...,

(% O,



Wisconsin Press, 1967), pp. 209-224. The overriding influence uzéfi
the detective genre on Borges has remained unexamined by his critich.

In his article "Chesterton en Borges,'" Anales de literatura Hispano-
amerjcama, 2, No. 3 (1973-1974), 469-494, Anderson Imbert is only
interested in the many references Borges has made about this author
throughout his writing career and hence how a rapprochement between the
two could easily be attempted and would illuminate not only the ficciones
of Borges but also the stories of Chesterton. In passing, may we
indicate an interesting phenomenon: the few critics who publish articles
on this topic, especially on Nabokov, send them to popular journals.
For instance, J.R. Christopher, 'On Lolita as a Mystery Story,"
Armchair Detéctive, 7 (1973), 29; Thomas W. Ross, ''Nabokov and

Holmes Again: Was the Master Talipedal?," Baker Street Journal, 26
(1976), 37-40; and E.M. Eisinger, 'Detective Story Aspects 4f the
Nouveau Roman,'" Armchair Detective, 12 (1979), 362-365.

ngichael Holquist, "Whodunit and Other Questions: Meta-
physical Detective Stories in Post-War Fiction,'" New Literary History,
3, No. 1 (1971), 155. ]

30a1fred Appel, Jr., Vladimir Nabokov: The Annotated Lolita
(New York: McGraw-Hill, 1970), p. ;gz. )

3lLudQvic Janvier, Une Parole exigeante: Le Nouveau Roman,




258

Chapter One

w
L

-
Nabokov, = Pale Fire (New York: G.P. Putnam's Somns, 1962), p. 39.

lEérges often speaks of his love of popular literature and
other art forms. This is observable, for instance, in his English
"An Autobiographical Essay" appended to The Aleph and Other Stories
1933-1969, ed. and trans. Norman Thomas di Giovanni in col}aboration
with the author (New York: E.P. Duttom, 1968), pp. 203-260. One good
example of Borges' use of marginal texts can be seen in his original
survey of American literature written in collaboration with Esther
Zemborain de Torres: An Introduction to American Literature, ed. and
trans. L. Clark Keating and Robert O. Evans (New York: Schocken Books,
1973). In the preface to this work, Borges notes how his historical
review is different: "... this compendium deals with topics which are
not found in more comprehensive volumes, as for instance the detective
story, science fiction, tales of the West, and the strange poetry of the
American Indian." pp. 3-4.

ngrges; in his 'Commentaries'" to The Aleph and Other Stories,

informs us about the fate of his two detective tales: 'Before 'Ibn Hakkan,"
I had previously tried my hand at two detective stories, "The Garden of
Branching Paths" (1941) and. "Death and the Compass” (1942). The former
won a second prize in Ellery Queen’'s Mystery Magazine; the lattgT was
flatly rejected." p. 273. In our forthcoming study of Borges' gtat
patterns, we begin with’these two detective stories and then proceed to
other fictions.

5The anthologies assembled and edited by Borges and his friend
Rioy Casares are entitled respectively Los mejores cuentos policiales (1943)
and Los mejores cuentos policiales, segunda serie (1951) .

4_ . | . . . T .

Richard Burgin, Conversations with Jorge Luis Borges

(New York: Holt, Rinehart and Winston, 1968), p. 51. We underline the
statement about plotss

SSee the preface by Jorge Luis Borges included in Manuel Peyrou,
Thunder of the Roses, trans. Donald Yates (New York: Herder and Herder,
1972). S L '

The quotation is originally from Donald Yates' Ph. D. thesis
"The Argentine Detective Story," Univ. of Michigan, 1960 and cited in
Renald J. Christ, The Narrow Act: Borges' Art of Allusion {New York:
New York Univ. Press, 1969), p. 114. ' S

7 . . . - . - .
The passage cited is again from Yates' Ph. D. thesis as quoted
in Christ, The Narrow Act: Borges' Art of Allusion, p. 119.
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SF@r a synopsis of the novel featuring 'Inspector Borges,'
see Melvyn Barnes, Best Detective Fiction: A Guide From Godwin to the

Present (London: Clive Bingley, 1975), p. 97.

gThe most engaging conversations on the topic of the detective
story are found in Jean de Milleret, Entretiens avec Jorge Luis Borges
(Paris: PlBrre Belfond, 1967) and Maria Esther VAzquez, 'La novela
policial: nacimiento, tema®) _autores e influencias," Borges: imagenes,
memorias, dialogos (Caracas, Venezuela: Monte Avila Editores, 1977),
pp- 117-123. This enumeration of his preferred detective writers
was taken from Borges '"Commentaries' to The Aleph and Other Stories,
PP- 273-274. - -

Borges, 'Prélogo a la primera edicidn," Historia universal
e la infamia (1935) in Obras completas, p- 289.

HuEntretiens avec James E. Irbys" L'Herne (1964) p. 394.
In these remarks on Chesterton, Borges bripgs forward two crucial ideas
about his own aesthetics: the co-existence of a viscerak or poetic and
a rational level and the technique of 'inlaying' where patterns, scenes,
or images echo and re-echo each other within the text.

;
lzsgrges, "Los laberintos policiales y Chesterton," Sur,
10 (1935), 92-94; 'Modos de G. K. Chesterton," Sur, 22 (1936),
47-53;  "Sobre Chesterton,' Otras inquisiciones (1937-1952)  (Buenos
Aires: Sur, 1952). It is interesting to note that in his first essay on
~ Chesterton, Borges established six main rules for the writing of detective
tales.

3 . . L. . _ L
I’Thé first quotation is from ''Los laberintos policiales y

Chesterton," Sur, 10 (1935), 94 and the other is from 'Sobre
Chesterton,” §¥§§§7inqui§iciaﬂes, Obras completas, p. 694. W. W. Robson,
in a.very good article, informs us that the "intensely visual" quality

of Chesterton's stories is due to the fact that he ""began as a painter, and
we can find the painter's eye in all his descriptions.'" "Father Brown and
Others," G.K. Chesterton: A Centenary Appraisal, ed. John Sullivan,p. 70. One
excellent articie by Enrique Anderson Imbert exposes all the
references Borges has made to Chesterton in his essays, prefaces and
stories. This critical work is a very complete presentation of factual
data. Using this information, it would be very'valuable if a critic were
to proceed to a more in depth comparison of the stories of the two authors
in ligPt of the detective story. See '"Chesterton en Borges," Anales

de literatura Hispano-americana, 2, No. 3 (1973-1974), 469-494,

4 ] . ...
! Borges, '"Kafka y sus precursores," Otras inquisiciones,
Obras completas, p. 712. .
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IS"Sobre Chesterton," Dbfas completas, p. 695. Borges finds a
close resemblance in the portrayal of a threatening world that characterizes
the works of Poe, Kafka and Chesterton.

16Rabert Scholes in Structuralism in Literature: An Intro-
duction veritably takes it for granted that the reader is aware of

the influence of the Russian formalists on Nabokov: ''(Nabokov, of course,
emerged from an intellectual milieu closely allied to formalism. ...)" p. 88.

Hnuever to my knawltdge crltlcs af Nabokov have never considered this

17, . o . e
Nabokov, "Interview with Alvin Toffler, 1964 " Strong Opinions
{London: Weidenfeld and Nicolson, 1973), <pp. 42-43.

lSAppei, Nabokov's Dark Cinema, p. 129.

lglﬁ his polemical afterword to Lolita, Nabokov compared the

predictive nature of both the pornographic and detective novels: "... in
modern times the term '"pornography' connotes mediocrity, commercialism,
and certain strict rules of narration. ... 0ld rigid rules must be

followed by the pornographer in order to have his patient feel the same
security of satisfaction as, for example, fans of detective stories feel —. "
Lnllta (New %Grk Capricarn Bccks 1972), P- 315 If prDDf were

Dnly have to peruse Appel 5 camprehens1ve and brilliant study yabngVVS
Dark Cinema. —

EDNakaDY; Speak, Memory, PP. 289-290.

in Berlin, 1923. He included a series Df chess problems in the volime

entitled Poems and Problems (New York: McGraw-Hill, 1970). Baroness Orczy
enjoyed the detective story principally because it had the characteristics

and the underlying pattern of a chess game: 'Crime interests me only when it
resembles a clever game of chess, with many intricate moves which all tend
to checkmate the antagonist...' A.E. Murch, The Development of the Detective

Novel (New York: Greenwood Press, 1958), p. 210. In fact, both Borges and .
Nabokov highly prize the wrltlngs of Baroness Orczy. It is also interesting
to know that a collection of Shklovsky's essays Khod Konya (Knight's Gambit)
was printed with a chess-board on its title page, see G.M. Hyde, Vladimir

Nabakcv America's Russian Novelist (London: Marion Boyars, 1977), pp. 89-90.

22The expression "regulgr chess attack' is taken from the
"Foreword" to The Defense, trar@ Michael Scammell in collaboration with

the author (New York: Caprlcarﬁ Books, 1970), p. 8



Zzihere are few critical analyses on the importance of the
chess game informing Nabokov's novels or other obvious works like Lewis
Carroll's Through the Looking-Glass or detective stories like D. Sayers'

"Striding Folly" or R. Chandler's The Big Sleep. A recent article like

the following one — David I. Sheidlower, "Reading Between the Lines and
Squares,' Moderan Fiction Studies, 25, No. 3 (1979), 413-425 sheds light
on this topic. Critics also lag far behind detective writers and other

authors in seeing the similarity between the game of chess and the detective

24 _ . ) ) ] . . .

- Bruce Morrissette in Les Romans de Robbe-Grillet, rev. ed.
(Paris: Editions de Minuit, 1974) sees resemblances between the
'violence sado-érotique' of novels as La Maison de rendez-vous and

Projet pour une révolution & New York “and novels like those of James
Hadley Chase. He lists, for example, the following popular forms in
conjunction with the later novel: 'images naives des couvertures de
roman, bandes dessinées, livres pornographiques, romans 'durs' ol
figurent des séquestrées battues comme dans Pas d'orchidées pour Miss
Blandish de James Hadley Chase." p. 294,

25

critic finds Greene's Brighton Rock very .similar to Les Gommes and
Le Voyeur. Also, Ludovic Janvier in his study of the Nouveau Roman
Une Parole exlggante comments on the points of similarity between

Robbe-Grillet's Les Gommes and the novels of Greene, Simenon, and

_Christie, pp. 43-44.

Morrissette, Les Romans de Robbe-Grillet, p. 117. This

?V is = PR = = = <

*6Laura Prindle Rige-Sayre, ''Le Roman policier et le Nouveau
Roman: Entretien avec Michel Butor," French- American Review, 1 -
(1976-1977), 105, . -

-
i7ch>r a discussion about the definite jinfluence of Sartrean
philosophy on Robbe-Grillet, see the very good critical text: Betty
T.. Rahv, From Sartre to the ng Novel (Port Washington, New York:
KEnnlkat Press, 1974).

zgﬁdbbeeﬁrillet, "Une voie pour le roman futur (1956),' Pour un
nouveau roman (Paris: Gallimard, 1963), p.2l. .

29 . o i i L
“Robbe-Grillet, 'lne voie pour le roman futur," Pour

nouveau roman, p. 23.

Wg

50R@bbegﬁriilet, "Une voie ?cur le roman futur," Pour un
nouveau roman, pp. 24-25. The word 'vrai' was underlined by the author.
We have underlined part of the last sentence for emphasis. .




SlPae "The Purloined Letter," Edgar Allan Poe, ed. Philip

van Doren Stern (Harmondsworth, Middlesex: Penguin Books, 1973), p. 439.
All five of Poe's accepted detective stories - 'The Murders in the Rue
Morgue' (1841), 'The Mystery of Marie Rog#t' (1842), "The Purloined
Letter' (1845), 'The Gold-Bug'" (1843) and '"Thou Art the Man' (1844)
are very original. Each has had a unique and lasting influence on ensuing
tales of the genre. They exhibit Poe's genius in plot construction and
arrangement of narrative viewpoint.

Jghn Le Carré, The Spy Who Came In From The Cold (London:
¥1ctar Gollancz, 1963), p. 19.

33Hanue1 Peyfcu,iqihgnder af the Roses, trans. Donald Yates,
pp. 12-16. The critic (and murderer) of the essay entitled" “Hamlet
and the Detective Story" argues a strong case to prove that the itings
of authors as Chekhov and Balzac are detective in nature. For instunce,
with respect to Hawthorne, the hero writes: ''In Hawthorne's Twice- Told
Tales there is also to be found a narrative (the tale of Dominicus

Pike) which cries out for baptism as a detective story." . 13,
P ; p

La

N 34 Jonathan Culler, Structuralist Poetics (London: Routledge
and ﬁegan Paul, 1975), p. 139,

ff

\

35T’he first intertextual reference to Poe is from Arthur Conan
Doyle, '"The Resident Patient" in The Memoirs of Sherlock Holmes

(Harmondsworth, Middlesex: Penguin Books, 1976), p. 159, the second

referenée is from G. K, Chesterton, "The Blue Cross' in The Innacence
afx?ﬁiher Brown (Harmondsworth, Middlesex: Penguin Books, 1977}, p. 11;
and the third allusion is found in E. C. Bentley, Trent s Last Case

(New York: Perennial Library, 1978), p. 37. )

loi du

36Butaf excellent use of 'intertextualité' in L'En

temps demnnstrates how he, and other Nouveau Roman writers, have a

' leading preoccupation with techniques of detective fiction. Robbe-

Grillet does include references to the 'roman policier' in a later

novel like Projet pour une révolution & New York. The crucial roles

of the intertextual allusion in this novel are summarized by Mcrrissette
YLa couverture du roman policier, par exemple, est 4 la fois une
duplication intérieure de 1'intrigue du roman, un point de d2part pour

la matérialisation de plusieurs scénes, une scéne en trompe-1'oceil

pour le serrurier, un moyen de‘?ser d'un 'narrateur' 3 un autre, et

un proc&dé de reprise de scénesgllfii commencées ou d'annonce de scénes
d venir." Les Romans de Robbe-Grillet, p. 291. However, in Robbe-Grillet's

later works, the rehaﬂdllng of pornographic content predominates over the
transf@rmstign of detective elements. In his earlier novels, one could think
of the Oedipus leitmotif in Les Gommes or the film billboard announcing a

thriller inrég Voyeur as inner dupllcst;ans uslng detective elements.

which situate a crltlc or nsrrator EDmmentatar cf flctlcnal warks as
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the sole subject of a short story or novel. We may think, for instance,

of the comparison that could be established between a book review like
“El acercamiento a Almotdsim" or a commentary like "Pierre Menard,
autor del Quijote" and the biographer's task in The Real Life of

Sebastian Knight or Kinbote's notes in the extreme meta- fictional
novel Pale Fire which is essentially an extension of this same

critical technique.

aBgrges, "La muerte y la brijula,"” Obras completas, p. 499.

Sglﬂ a book review on detective fiction, Borges drew a relation
between Dupin, the master reasoner, and subsequent thinkers as Holmes
and Teste: 'la decente impersonalidad voluntaria de C. Augustc Dupin;
antepasado ilustre de Holmes y hasta de Monsieur Teste." Sur, Nos. 70-
75 (1940), 61. See also Borges' essay ''Valéry como simbolo," Dbras -

completas, pp. 686-687.

40 L ) . . o
"Borges, ''Pierre Menard, autor del Quijote,'" Obras completas, .

p- 447.

4lB@rges, "Abenjacdn el Eajaff, muerto.en su laberinto,”
Obras completas, p. 600. The phf§5€ —-"the very simplicity off the thing"
is taken from '"The Purloined Letter," Edgar Allan Poe, ed. Philip Van
Doren Stern, p. 440. We should note that the differentiation between
an "obscure'" and an "inexplicable" problem is made by Borges in his

essay "Sabre Chestertan" where in a faﬂtnote he ;antrasts Chestertcn

de lo confuso es la tarea que se 1mpgnen, por lo comin, los navellstas
policiales.' Obras completas, ©p. 696.

o 5 .

4§Ecrges, "El acercamiento a Almotdsim,'" Obras completas,
p. 414. "El acercamiento a Almotdsim'" is one of Borges' earliest stories
which was in fact published in his Historia de la eternidad (1936).

Borges has avowed that, in retrospect, he can regard this essay-fiction
as important in his development as a writer: 'it now seems to me to fore-
shadow and even to set the pattern for those tales that were somehow await-
ing me, and upon which my reputation as a storyteller was to be based. "

""Ah Autobiographical Essay," The Aleph and Other Stories, p. 240.

Ronald Christ in The Narrow Act examines this story at length Although
Borges, in the story, refers to Chesterton's influence and then refutes
it, Christ maintains that Chesterton should not be dismissed, see pp. 94-

130. As expected, Borges incorporated, 1in one of his later stories, an

homage to Chesterton. The first sentence of ''Tema del traidor y del hé&roe"

are words of praise for the artful contrived mysteries of Chesterton:

"Bajo el notorio influjo de Chesterton (discurridor y exornador de elegantes

mist&rios) ..." Obras completas, p. 49%6.

43 . . A . . ' .
“Bogges, "El acercamiento a Almotdsim,'' Obras completas,

p. 416.




44Barggs, "Examen de la obra de Herbert Quain,” Obra:

completas, p. 462. =

45Jﬂhﬁ Fowles in an "Afterword" to an edition of Doyle's

The Hound of the Baskervillgs (London: Pan Books, 1975) explains how
the expected Tesolution is often an unconvincing set-piece — and a
setback: '"However fantastic and far-reaching the first half of a
detective 'mystery,' the second half is bound to drop (and only too
often, flop) towards a neat and plausible everyday solution." p. 203.

e
L]

EBarges. “"Abenjacén el Bojari, muerto en su laberinto,"
obr¥s completas, pp. 604-605.

“"Poe, 'The Purloined Letter," Edgar Allan Poe, ed. Philip

Van Doren Stern, p. 453. -

48
Georges Charbonnier, Entretiens avec Jorge Luis Borges

(Paris: allimard, 1967), see pp. 20-21 and pp. 132-133.

+%*Nabokov, Pale Fire, p. 57.

SDNabckavj Pnin. (New York: Avon Books, 1969), p. 188.

51'Pifal:u:slsu‘:!’\I,i Pale Fire, "p. 23.

52Nab@k@v, The Real Life of Sebastian Knlgh (New York: New
Directions, ;gél p. 153. :

53Ngbak,', spair (New York: Capricorn Books and G.P. Putnam's

Sons, 1965), p. 154. In lolita, references to Sherlock Holmes are in-
frequent, on the other hand, important allusions are made to other detective
writers as Poe and detective heroes — a copy of Agatha Christie's A Murder
is Announced is in the prison library (p. 33) and Quilty, in his "cryptc-
grammic paper chase' slyly refers to the 'gentleman-cambrioleur' (p. 252).
Alsa the recently publlshed Edmuni wllsan Vliadimir Habnkav cprrespandence

some af his letters parcdy Halmes methad others reveal “his f§m1111T1ty —
"Incidentally, I was wrong in saying that there were no Russians in
""Sherlock.'" Except for two or three stories from the *“Case Book'" I had

read them all, ..." The Nabokov-Wilson Letters: Correspondence 1940-1971,
ed. Simon Karlinsky (New York: Harper and Row, 1373), p -

SdNibcva; The Defense, pp. 33-34.

ESNlkaQV; The Defense, p. 6}‘
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5§Nabokov, The Defense, pp. 200-201.

S7Nabokov, Despair, pp. 131-132.

: 58

Nabokov, Despair,. p. 98.
; so. |
, Nabokov, Despair, p. 199. We underllne the word Rascal....

60Nabokov,;\$esgair, p. 132.
61 . .
Nabokov, Despair, pp. 33-34,

2Nabokov, Lolita, pp. 212-213.

There are several good reasons for thinking Sebastian is parodying
a novel likeé Christie's Murder on the Orient Express: 1) the

setting in a sealed compartment, 2) the relation and guilt of all the
suspects, 3) the detective's foreign accent and his many disguises,
4) the imitation of style

63Nabokov The Real Life of Sebastian Knight, p. 92.

Y

N

64Nabokov, The Real Life of Sebastian Knight, p. 96.
65
’ . Nabokov, The Real Life of Sebastian Knight, p. 94,
‘ 66

a1

Nabokov, The Real Life of Sebastian Knight, p. 91.

®Nabokov, The Real Life of Sebastian Knight, p. 91.

68Page Stegner in Escape into Aesthetics: The Art of Vliadimir
Nabokov (New York: Apollo Editions / William Morrow and Company, 1966)
examines with a Nabokovian lightness and ease the dominance of parody in
all of the author's novels. After many enumerations of the different types
of literary forms parodied, the critic concludes with the fallawlng remark
that reinforces our own allegation: 'Of the novels published in English,
Laughter in the Dark, The Real Life of Sebastian Knight, Pnin, Lolita,
and Pale Fire are in part parodies of traditional literary forms or
formulas. Parody, in fact, is so prevalent in Nabokov's fiction that it

! : becomes almost a convention of his composition," p. 29.

69Nabokov, Pnin, p. 136.
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7DThe expression ''Parody, that last resort of wit' resounds
like Nabokov's own cri de coeur. It was found tucked away in an obscure
footnote in the Pale Fire commentary. The entire verses deserve to be
cited: (notice how parody is again defined in terms of opposition echoing
the detective structure and the game of chess):

I have a certain liking, I admit,

For Parody, that last resort of wit:

"In nature's strife when fortitude prevails

The victim falters and the victor fails." p. 190.
Nabokov explicitly contrasts his own 'lighthearted' use of parody with
the traditional definition while referring to his short story The Gift.
"When the poet Cincinnatus C., in my dreamiest and most pgetlcal ﬁnvel
accuses (not quite fairly) hls mother of being a parody, he uses the word
in its familiar sense of ''grotesque imitation.''When Fyodor, in The Gift, al-
ludes to that 'spirit of parody' which plays iridescently around the spray of
genuine ‘serious' poetry, he is referring to parody in the sense of an es-
sentially lighthearted, delicate, mockingbird game." These words slang with
the author's assertion that 'Satire is a lesson, parody is a game' were
revealed in an interview: "Interview with Alfred Appel, Jr., 1966," Strong

p. 76 and p. 75.

71

(3

Borges, 'Mag

as parciales del Quijote," Obras completas,
LS

72The first quotation is from Borges' 'Prélogo,"” El informe
de Brodie (1970), Obras completas, p. 1021; Nabokov, Gpeah e
pp. 124-125 and Nabokov as cited in "Editor's Introduction, " Page Stegﬁer ed.
The Portable Nabokov (Middlesex: Penguin Books, 1968), pp. xxii-xxiii; Rabbe-
Grillet, "Sur quelques notions périmées," and '"Temps et description dans le
récit d'aujourdthui,” in  Pour un nouveau roman, pp. 46-47, and p. 166.

L)

735@fges, "Prélogo," La Invencién de Morel in Prdlogos, ed.
Torres Agliero (Buenos Aires: Impreﬁta de los Buenos Ayres, 1975),
pp. 22-23. We underlined the words that state outrightly the author's
view. Borges completely disagreed with José Ortega y Gasset who in
La deshumanizacidn del arte, (1925) had advocated the psychological

novel and had disputed the fact that new plots surely could not be
invented in our modern age.

7453rge§ "Prélogo," La Invencidén de Morel in
Torres Aguerc, p. 23.

Borges, '"El arte narrativo y la magia," Discusion (1932)
as, p. 231.

763@?3&5, "Ei arte narrativo y la magia,'" Obras completas,
p. 232. Borges' idea of "magic causality," although formulated in
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1932, has interested present scholars of fantastic literature.

This concept is analyzed by Emir Rodriguez Monegal in his article:
"Borges: Una teoria de la literatura fantdstica," Revista Ibercamericana,
42 (1976), 177-189, and in his book Jorge Luis Borges: A Literary
Biography (New York: E.P. Dutton, 1978), especially pp. 347-440.

The "Prélogo" to El informe de Brodie is one case in point
where Borges explicitly reveals the sxmllarlty of his plots. See
Obras completas, p. 1022. &

78, . L e .
This phrase comes from Borges' very incisive "Prologo a la
primera edicién'" to his early narratives that comprise the Historia

universal de la infamia (1935). At this time, Borges adds that the
v1sua1 technique which exposes only the most fundamental scenes of a

man's life was used in one of his very influential stories: '(Ese
propdsito visual rige también el cuento "Hombre de la Esquina Rosada.")
No son, no tratan de ser, psicoldgicos." Obras completas, p. 289.

In one of his essays in Otras inquisiciomes (1952) entitled "El primer
Wells,'" Borges notes how it is not only the intricate plot but also

the ability to depict symbolic scenes that is an aesthetic prerequisite
for a better plot: las mejores novelas policiales no son las de mejor
argumento. ... En mi opinion, 1la precedencia de la primeras novelas

de Wells — The Island of Dr. Moreau, verbigracia, o The Invisible Man
— se debe a una razdn mfs profunda. No sélo es ingenioso lo que refieren;
es también simbSlico de procesos que de algin modo son inherentes a todos.
los destinos humanos.'  Obras completas, pp. 697-698.

79Borges, "Tlon, Ugbar, Orbis Tertius,' QObras complgtas,

p. 436.

80Nabokov, Laughter in the Dark (New York: New Directions,
1938), p. 183.

81Poe's ideas about the art of composing the short story and
especially the detective tale will be examined in our following chapter.

82The term 'contrapuntal pyrotechnics' is from Kinbote's
"Commentary' in Pale Fire, p. 180.

83Nabokov, Pale Fire, p. 56.

84
rebuttals, Strong Qg1n1ons, p. 99.

85Nabokov, Pale Fire, p. 44. We underline the important words
"web of sense' and 'pattern in the game."
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SENikaDV called his 'ideal reader' a "fittle Nabakcv.'ff
See Andrew Field, Nabokov: His Life in Art (Toronto: Little Brown,
1967), p. 315.

87Katherine K. Passias, ''New Novel, New New Novel: An
Interview with A. Robbe-Grillet," Substance® 13 (1976), 130.
BSEabert Kellogg and Robert Scholes, The Nature of Narrative

(New York: Oxford Univ. Press, 1966), p. 212. -
h »a

SQRDbbesGrillet; ""Sur quelques notions périmées," 'Ecqr

un nouveau roman, p. 38, *

QQVi;ki Mistacco, "Order and Discorder - E;;m;and Fiction:

".An Interview with Alain Robbe-Grillet," Critica! Inquiry, 4 (1977),

5-6.  We concluded that in this text 'redundancy was the message.'
Robbe-Grillet's actual words are '"Redundancy is therefore necessary
for the message.'" p. 15. This jntefview was translated by Bruce
Morrissette and was given by the French author when he visited New York
as a visiting profiessor. In our opinien, this interview presents the
clearest expression of Robbe-Grillet's aesthetics and his basic®
intentions. We have underlined a few words in the quotation fer ™

special attention. L .
i . J

- \ : _

QIB@rges is predominately known for his stories published in °
the 1940's: Ficciones (1944) and E1 Aleph (1949). The first major
translation of a collection of stories was undertaken by Néstor Ibarra
and Paul Verdevoye, Fictions (Paris: Gallimard, 1951). Roger Caillois’
published his translations of four stories from El Aleph in a volume
entitled Labyrinthes (Paris: Gallimard, 1953).

QzAnthgﬁy Kerrigan and collaborators translated a few of
Borges' tales: Ficciones (New York: Grove Press, Inc., 1962). .
Donald A. Yates and James E. Irby chose representative stories, parables
and essays for their anthology: Labyrinths: Selected Stories and Other
Writings (New York: New Directions, 1962).

#

QzBﬂrges, "An Autabiagraphiéél Essay,” The Aleph and Other
Stories, p. 254,

-

giThe apposite expression 'literature of exhaustion' was
proposed by John Barth iM his important essay '"The Literature of Exhaustion,"
The Atlantic,” Aug., 1967, pp. 29-34, The critic John Stark used this
phrase as the title of a )ﬂ@k on Borges, Nabokov and John Barth. ]
Although the title of the critical study is perceptive, the content of
this book is not helpful in any way : The Litera;ure‘ggjg;hgu§§iqn:
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(Durham, N.C.: Duke Univ. Ptress, 1974).

QSAII aspects of Borges' writing — his themes, techniques,
images (especially the labyrinth), detective story elements, fantastic
elements — have had an indelible influence on the younger generation qf
Latin American writers. The extent of this influence has as yet not been
carefully gauged, but for a short vieg of the topic, see such surveys
as: D.P.Gallagher, Modern Latin AmericCan Literature (London: Oxford
Univ. Press, 1973). ) - '

gﬁﬂabakavi in a preface to the 1965 edition of Despair,
delineates the adventure~of his original manuscript Otchayanie:

magazine in 1934, published in book-form in Berlin in 1936, and then
finally translated by the author into English in 1937 (London: John Long
Limited). The edition whilh appeared in English in 1965 was a revised
one: "I have-done more than revamp my thirty-year-old translation:

I have revised Otchayanie itself." Despair, p. 8.

97Sartfe, ""Vladimir Nabokov: 'La Méprise’','" Situations,]

(Paris: Gallimard, 1947), p. 54.

ngeaﬂ;Faul Sartre, 'Préface," to Nathalie Sarraute's
Portrait d'un inconnu (Paris: Gallimard, 1956), pp. 7-8.

ggAppel, in his interview with Nabokov, brings up the topic
of ‘detective story as it is found in Nabokov's works and netes that
the early French translation of Despair influenced writers, namely
those of the Nouveau Roman school. He further questions Nabokov on his
frequent use of the detective elements: "Someone [Ludovic Janvier]
has called the New Novel 'the detective story taken seriously'" (there
it is again, the influence of the French edition of Despair). Parodistic
or not, you take it 'seriously,' given the number of times you've
transmuted the properties of the genre. Would you say something about
why you've returned to them so often?'" to which Nabokov retorts: 'My
boyhood passion for the Sherlock Holmes and Father Brown stories may
yield some twisted clue." "An Interview with Vladimir Nabokov,"
Strong Opinions, p. 174.

100, . . : S

This conjecture that Borges may have read Despair cannot be
supported by documentation. Nevertheless, we believe that this supposi-
tion can be entertained. In an interview between Appel and Nabokov,

the critic informs us (and also Nabokov) that Borges does know about

Nabokov's works since he was scheduled to contribute an article to a
special issue of L"Arc devoted to Nabokov, see "An Interview with

Vladimir Nabokov,'" Nabokov: The Man and His Work, ed. L. S. Dembo

(Madison: Univ. of Wisconsin Press, 1967), p. 34.
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lDlNabakcv revealed to Appel (during their interesting interview)
that he had read his first Borges story only a few years before 1966 and
that he was not aware of his works before then, Strong Opinions, p. 80.

a very 'strong opinion' against the Nouveau Roman group itself: ''there

does exist one great French writer, Robbe-Grillet; his work is grotesquely

imitated by a number of banal scribblers..." Strong Opinions, p, 4. Also,

Nabokov's respect for Borges is documented in another way: the anagxam-Qsberg'

in Ada refers to Borges, Ada (London: Weidenfeld and Nicolson, 1969), .
10

“The first quotation is from the Appel interview and the second
from the Toffler interview, Strong Opinions, p. 80 and p. 44.

temporary Literature, 16, No. 3 (1975), 276. Robbe-Grillet mistakenly
states that the French translation of Despair appeared in 1933. In point
of fact, it was based on Nabokov's English translation and published in 1939.

laiDavid Hayman, '"An Interview with Alain Robbe-Grillet,' Con-

4 . . i . . )
10 See, amongst others, George Bluestone, Novels into Film
{Berkeley: Univ. of California Press, 1966).
IDSSee the valuable book: Claude-Edmonde Magny, L'Age du
roman américain (Paris: Seuil, 1948).

lgéHugé Santiago, 'Introduccidn,'" to Jorge Luis Borges, Adolfo
Bioy Casares and Hugo Santiago, Les Autres (Paris: Christian Bourgois,
1974) as cited in Edgardo Cozarinsky, Borges y el cine (Buenos
Aires: 5Sur, 1974), p.133.

*

107A collection of Borges' reviews on detective fiction would
be highly profitabI® in view of the author's many critical essays,
interviews and discussions on this popular genre.

108 . .
" Just as Borges uses Chesterton's Father Brown stories as

a touchstone from which to assess detective fiction, the gangster films

of Sternberg contain precisely what he looks for in films (and in literature).
For instance, in his three early related essays in Discusidn: ''La
postulacidén de la realidad," '"Films" and "El arte narrativo y la magia,"
Sternberg's films recur as examples of the use of magical causality and

the depiction of irreality in the film medium. Borges owes in part the visual
technique of choosing only important moments to his films. In 'La
postulacidén de la realidad,' Borges speaks about this technique employed

to create magical causality: "... las novelas cinematogrificas de Josef

von Sternberg, hechas también de significativos mementos. Es métode
admirable y dificil ... Este suele funcionar a pura sintaxis, a pura
destreza verbal.'" Obras completa% p. 221. And in an interview with
Charbonnier, Borges expresses his debt to Sternberg's films: '''Hombre de.-- -
la esquina rosada', que j'ai &crit volontairement comme une série d'images.

En ce temps-13 j'admirais beaucoup un metteur en scéne qu'on a trop oublié,




Josef von Sternberg.' Entretiens avec Jorge Luis Borges, p. 129.

In his formative years, Borges considered von Sternberg only second to
Chesterton. : -

loglﬁe original expression reads "immviles pesagillas" and
refers to the paintings of De Chirico which Borges, interestingly enough,

Chaplin's. "Films,"  Obras completas, p. 222.

110Ap@e] in Nabokov's Dark Cinema comments on Sellers'
brilliant performance as Quilty. In fact, as the critic insinuates,
Peter Sellers could have perfectly played both roles: 'Willfully charming,
sinister, and hysterical, a creature who gets what he wants by means of
rhetoric, his Quilty is Nabokov's prose, and Sellers might

well have played Humbert, too. 'Wonderful idea!" agrees Nabokov.' p. 240.

111Nsbﬂkav, Despair, p. 222.
F -

’IECozarinsky, Borges y el cine, p. 91,

1130ndré Gardies, Alain Robbe-Grillet (Paris: Seghers, 1972),

114 . ; I o . ;e
’l-Nﬂte the title of Gérard Genette's article 'Vertige fixé"

appended to Dans le labyrinthe (Paris: Union Générale d'Editions, 1964)
(Collection 10/18), pp. 273-306. In this article, Genette moves un-

differentiatingly between films and novels of the French author. Mention
is even made of Borges and his ‘''secrétes aventures de 1'ordre." p. 304.

llsﬂardies, Alain Robbe-Grillet, pp. 70-71. We underline the

lléTﬁese are, as mentioned, expressions formulated by
W.V. Spanos ('anti-detective story') and Michael Holquist ("metaphysical
detective story").

17y ubert Aquin, Prochain épi§g§§ (Ottawa: Le Cercle du Livre
de France, 1965), pp. 7-8. We have underlined one sentence for special
consideration. .




Chapter Two

o _
E. A. Poe, '"Letter to Philip P. Cooke, 9 Aug., 1846," The

Letters of Edgar Allan Poe, ed. John Ward Ostrom, Vol,/ I1 (New York:
Gordian Press, 1966), p. 328.

’

1Borges, "Examen de la obra de Herbert Quain,' Obras completas,

p.- 462.

2Nabokov, The Defense, pp. 33-34, p. 34. In the quotation,
allusion is made to the hero's love of two authors — the second is Jules

Verne. 3
Robbe-Grillet's "pri&re d'insérer' to Les Gommes is cited in

Bruce Morrissette, Les Romans de Robbe-Grillet, p. 41.

4Jacques Laurent, Roman du roman (Paris: Gallimard, 1977),

p. 166.

SMarjorie Nicolson, "The Professor and the Detective (1929),"
The Art of the Mystery Story: A Collection of Critical Essays, ed.
Howard Haycraft, pp. 117-118.

6Frye, The Secular Scripture: A Study of the Structure of .
Romance, p. 36.

7Gérard Genot in "L'Ecriture libératrice,'" Communications, 11
(1968) uses the word 'archétype' in a manner analogous to our own
definition of the prototext: 'on voit quel r8le les notions de genre
et de modéle peuvent avoir dans cette conception [de rendre le texte
le plus perceptible possible) celles d'archétypes, de mod&les
partiellement abstractisés qui servent de guide au lecteur." p.- 49.
See also Donna Bennett's recent article '""The Detective Story: Towards
a Definition of Genre," PTL, 4 (1979) where reference is made to
a '"mental construct, a kind of 'supertext'' in her explanation of
, the genre, p. 235.

8Aristotle, On Poetry and.Style, trans. G.M.A. Grube (New
York: The Library of Liberal Arts, 1958), p. 17.

: Maria Esther Vdzquez, Borges: Imagenes, memorias, dialogos,
p. 123. Borges emphatically concludes his discussion by re-affirming
the value of the classical form of the detective story which thus assures
its place in the world of letters: 'Y en la historia de la literatura
la mision de la novela policial puede ser recordar estas virtudes cldsicas
de 1a organizacifn y premeditacidn de todas las obras literarias."
As we know, Vazquez has written some detective stories. She is also
a close friend of Borges and has worked jointly with him on literary
projects and anthologies.
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1OBorges. "Commentaries,'" The A;lgﬁb and Other Stories,

p. 274.

- 11Dorothy Sayers, "Tae Five Red Herrings,"” The New Sayers Omnibus
(London: Victor Gollancz, 1356), p. 209. -

12The quotation is from Poe's review of "Hé@thgrﬁesfs '*Tales',"
The Works of Edgar Allan Poe, eds. Edmund Clarence Stedman and

Edward Woodberry, Vol. VII (New.York: The Colonial Company, 1895), o. 31.
For the "Philosophy of Composition,' see The Complete Works of Edgar Allan Poe,

ed. J. Harrison, Vol. XIV (New York: Society of English and French Lit., 1902),
p. 193.

Dirrenmatt, Das Versprechen: Requiem auf den Kriminalroman
(Zirich: Arche, 1958), pp. 18-19.

14The most famous comparison between Greek tragedy and detective
fiction was written by W.H. Auden in his article '"The Guilty Vicarage,"
The Dyer's Hand and Other Essays (New York: Random House, 1956), 146-
158.  André Malraux also pronounced the now often quoted phrase which
ends his "Préface & Sanctuaire': "Sanctuaire, c'est 1'intrusion de la
tragédie grecque dans le roman policier.' Nauvglle Revue Frangaise,
41, No. 242 (1933), 747. S

L T Y

15See Jean de Milleret, Entretiens avec Jorge Luis Borges,

p. 205.

168. Eikhenbaum, "Sur la théorie de la prose," ThEQ?li

de la
littérature, trans. Tzvetan Todorov (Paris: Seuil, 1965), p. 203.

17Aristatle, On Poetry and Style, p. 14.

lsChestertan. "On Detective Novels," Generally Speaking:
Book of Essays (London: Methuen and Co., 1928), p. 5.

L
: lgDavi_d I. Grossvogel, Mystery Aég Its Fictions: From Oedipus
to Agatha Christie, p. 95. The expression "a matter of time™ is found

on p. 98.

ZOThe word ''trickster" wused to signify the enigma-maker is
taken from Robert Champigny, What Will Have Happened: A Philosophical
and Technical Essay on Mystery Stories, p. 45. As Champigny explains:

"the murderer is a trickster: inside the fiction, he is the character
malnly responsible for the riddle and the treacherous clues."




21E M. Forster, Aspects of the Novel, p. 75.

?ZChesferton, "On Detective Novels,'" Generally Speaking: A
Book of Essays, p. 5. T

23Roger Caillois, Le Roman policier, p.48.

24Raymond Chandler, ''The Simple Art of Murder: An Essay,"
The Simple Art of Murder (New York: Ballantine Books, 1934), p. 14.
For additional information concerning the aesthetic and philosophical
dimension of the role of puppets, we refer you to: Roger-Daniel Bensky,
Recherches sur les structures et la symbolique de la marionnette (Paris:
Nizet, 1971).

25
Laura Prindle Rice-Sayre, 'Le Roman policier et le Nouveau

Roman: Entretien avec Michel Butor,'" French-American Review, 1 (1976-
1977), 113. e

26Melvyn Barnes, Best Detective Fiction: A Guide from éggwin
to the Present p. 24.

27For an analysis of this concept of power not as a property
but as a strategy, see Michel Foucault, Surveiller et punir: naissance
de la prison (Paris: Gallimard, 1975). ‘

i

28Poe, "Ihe Purloined Letter," Edgar Allan Poe, p. 451.

29For the ciear distinctioﬁ made between the externai and the
internal double see Lanin A. Gyurko, 'Borges and the Theme of the Double,"
Ibero-Amerikanisches Archiv, 2, No. 3 (1976), 194. '

3QBorges, "Abenjacdn el Bojar{, muerto en su laberinto,"
Obras completas, p. 606.

31Tzvetan Todorov, '"Typologie du roman policiér," Poétique de
la prose, p. 62.

?

32The quotation is found in the editor's introduction. See Hans-
Georg Gadamer, Philosophical Hermeneutics, trans. and ed. David E. Linge
(Berkeley: Univ. of California Press, 1976), p. xii. For an interesting
study limited to the detective and his actual reading of texts see Marie-
Héléne Huet, '"Enquéte et représentation dahs le roman policier," Europe,
No. 571-572 (1976), 99-104.




SSG.K. Chesterton, 'The Blue Cross,'" The Innocence of Father
Brown, ©p. 12;‘ ' ‘
34 i i . _ < s . o
Todorov, ''Typologie du roman policier,”" Poftique de la
prose, p. 57. v
35 - T , . . S !
Todorov, Typologie du roman policier, Poftique de la

What Hill Haye Happqué; i Ph;}g5ggﬁ}g§grggg Igg@n;ﬁal §§§az gg ﬂzsterz

7Fpr a good example of how Shklovsky uses his terms of

fabula and sjufet in an analysis of a text containing detective elements,
we refer you to his article: '"The Mystery Novel: Dickens' Little Dorrit,"
Readings in Russian Poetics: Formalist and Structuralist Views, eds.

L. Matejka and K. Pomorska (Cambridge, Mass.: MIT Press, 1971),pp. 220-
226, or to the more complete text found in the French edition:

""Le Roman 3 mystéres,”" Sur la théorie de la prose, trans. Guy Verret,
pPp. 169-209. - - o -

ZETadgrnv, "Typologie du roman policier,” Poétique de la

prose, p. 58.

EQTQdafov; "Qu'est-ce que le structuralisme," Poétique 2
(Paris: Seuil, 1968), p. S52.

40 Shlamlth Rimmon, "A Comprehensive Theory of Narrative:
Genette s Figures III and the Structuralist Study of Fiction," PTL, 1
(1976), 35. The "fine distinctions' brought to the concepts
by the individua)] structuralists is reviewed by the same critic in her
book : The Concept of Ambiguity — the Example of James (Chicago: Univ.
of Chicago Press, 1977), pp. 29-36.

41

Michael Holquist, Dostoevsky and the Novel, p. 78.

4&*
One of the first and still very pertinent studies on time

in the detective story 1is Roger Caillois' Le Roman policier, p. 11. His
entire definition of the reverse time pnrticullr to detective fiction
should be noted: "1 De roman policier) prend le temps & rebours et
renverse la chronologie. Son point de départ n'est autre’ que le point
d'arrivée du roman d'aventures: le meurtre qui metfizn 4 quelque drame
quton va reconstituer au iieu qu'on 1'ait exposé d'abord. Dans le

roman policier en effet, le récit suit 1'ordre de la d€couverte."




43Hiﬁhel Butor, L'Emploi du temps (Paris: Union Générale
d'Editions, 1957), p. 251.

\ 44 jean Pouillon, 'Les Régles du je," Les Temps modernes,
12, No. 134 (1957), 1595. Concerning the reverse chronology of the
'detective' novel L'Emploi du temps, Pouillon explains precisely how
time functions in detective fiction generglly ""Le probléme habituel
de 1° expr3551an du temps est renversé€: ce n'est plus 1'avenir qui est
incertain, c'est le passé et il s'agit non plus de le retrouver dans
ce qui fut sa liberté ou son &quivoque, mais de le reconstituer dans
1'exacte dE&termination qui le lie au présent du narrateur, de re-
constituer 'l'emploi du temps'." p. 1595,

5 P . o .
4’Agatha Christie, Curtain: Poirot's Last Case (London:

William Collins and Sons, 1975), p. 46.

461ﬁe term "'temporary gap" was formulated by Meir Sternberg,
in Expositional Modes and Temporal Ordering in Fiction (Baltimore:
The Johns Hopkins Univ. Press, 1978).

47REfEfEﬂEE is never made to the unreliable narrator in
detective stories. The only mention of a detective novel pertains to
the idea of moral distance between the character Pinkie and the reader
in Graham Greene's Brighton Rock. See Wayne C. Booth, The Rhetoric
of Fiction (Chicago: Univ. of Chicago Press, 1961). -

48 , o ' : o
" The concept of the unreliable narrator was used by one critic

to study novels which possess elements of mystery: Jacqueline
Viswanathan, "The Innocent Bystander: The Narrator's Position in Poe's
"The Fall of the House of Usher," James's "The Turn of the Screw,'" and

Butor's L'Emploi du temps,” Hebrew Univ. Studies in theratur:, 4,
No. 1 (1976), 27-47. In a section on ''viewpoint," Robert Champigny
in What Will Have Happened examines the intrusion of the author and his
"free comments" and how these affect the interpretation of the narrative
by the reader. Donna Bennett in her article 'The Detective Story:
Towards a Definition of Genre," PTL, 4 (1979), 233-266 establishes
her analy51§ on Durathy Sayers' four categories of the detective's range

49Gerard Genette, Figures III, p. 203.

SQJean Pouillon, Temps et roman (ﬁaris: Gallimard, 1946);
Norman Friedman, 'Point of View in Fiction: The Development of a
itical

Critical Concept,'" PMLA, 70, No. 5 (1955), 1160-1184; and
Franz K. Stanzel, Typische Formen des Romans (G3ttingen: Vandenhoeck
and Ruprecht 1964) .
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Slnaland Bourneuf and R&al Ouellet, L'Univers du roman

(Paris: Presses Universitaires de France, 1972), pp. 91-92. Recently,
Culler has been using the terms fabula and sjgfﬁ; in his own criticism.

Sévlktar Shklovsky in "The Mystery Novel: Dickens' Little Dorrit,"

Readings in Russian Poetics: Formalist and Structuralist Views, eds.
L. Matejka and K. Pomorska, brings together the riddle and the mystery
story and shows how the structure which contains a misleading solution

is similar in both.

or "la duréfe': "Lg récit p@licie? I!intlent 1a curiaslté du lecteur en
différant 1'explication, toujours promise, toujours repoussée, c'est-d-
dire en jouant avec la durfe." Le Roman policier, p. 103.

SduPermgneﬁt gaps," according to Shlomith Rimmon in
The Concept of Ambiguity - the Example of James, are gaps that can
never be filled in the narrative and caniequently consign the text to
complete ambiguity. A story like Henry James'The Turn of the Screw

is an excellent example of this "permanent gap.'" The detective story,
in contrast, does arrive at a resolution, hence the text has a primary
informational gap and secondary gaps. These gaps are.responsible for
the difference between a text that remains ambiguous and one that is

satisfactorily explained.

55 “Although Bruce Morrissette, for example, is aware of the
technique of omission in detective flEtlDﬁ he would not wish to concede
that Robbe- Gr11¥gt s poetics of ''the hole'" holds any relation with
that of the detectxve genre. See especially Les Romans de Robbe-Grillet,

pp. 77-110.

56, , s . .
‘We do not know of any critic of the detective genre who
has studied this device of creating, compounding and dissolving omissions
which is so central to the detective story.

57Géfard Genette,

58 . . . . .
Robert Champigny in What Will Have Happened appears impatient
with the term 'detective story' and wishes to replace it wlth the other
term 'hermeneutic tale.’

, Sgﬂclaﬁd Barthes, §/Z (Paris: Seuil, 1970), p. 24. Another
critic, Todorov, has studied the .procedures used by Henry James to
establish an enigmatic text, see "Le Secret du récit,'” and 'Les
o PMantBmes de Henry James, in Poftique de la prose, pp. 151-185 and
pp. 186-196.




’
EDLaurent Jemny, "La StIltéglE de la forme," Paétigue,
27 (1976), 260. Jenny's thought is compressed into this noteworthy
aphorism.

6IJulia Kristeva, Sen;ntlké Recherches pour une sémanalyse

(Paris Seu1l 1969). p. 146 We underline the important terms

62T‘he expression 'narcissistic text' is used by Linda Hutcheon
in her article '"Modes et formes du narcissisme littéraire,” Poétique,
29 (1977), 90-106. Analogous terms which could be employed to denote
this inward-looking narrative are ‘self-reflective' or 'autocentric'
texts. :

63
and Nabokov and other authors as Fielding is that the self conscious
novels tend towards the reproduction of narrative operations 'en abyme."
See’ Partial Magic: The Novel as a Self-Conscious Genre (Berkeley:

Univ. of California Press, 1975).

édHichel Butor in '"La Critique et l'invention'" instructs us that
a novel may be constituted by means of not only a single but of multiple
inner duplications: "3 1'intérieur de 1'ceuvre s'instaure non point une
oeuvre d'art imaginaire, mais tout un systéme de réfractions. La mise
en abime simple (roman pour ainsi dire du seul roman) n'en est que le
premier degré."  Répertoire 111 (Paris: Editions de Minuit, 1968),
p.- 18.

genre, This charhtt2f1stlc of 1ntertextuallté in the fantastlt tale

has been pointed out by Jean Bellemin-Noel, ''Notes sur le fantastique

(textes de Th&ophile Gautier)," thté;aturg} No. 8 (1972), 3-23.

6§Jahn Dickson Carr, 'The Locked-Room Lecture' from The
Three Coffins as cited in The Art of the Mystery Story: A Cﬁllect1an of
Critical Essays, ed. Howard Haycraft, pp. 273-274 and Carr's The
Burﬂlhg Court (New York: Harper and Brothers, 1937), pp. 238- 239,

67Agatha Christie, The Murder of Roger Ackroyd (New York:
Dodd, Mead, 1954), p. 73.

s

=2,
68 \gatha Christie, The ABC Murders (New York: Dodd, Mead, 1963),
p- 54. The intrusion of a ¥etective writer in a detective story is

s0 recurrent that it has almost become W tradition of the genre. Linda
Hutcheon notes how a reader comes to expect the presence of this character:

v
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"cette forme littBraire est en elle-m#me une forme trés autocentrique:
en fait, 1le lecteur en vient & anticiper la présence d'un Ecrivain
détective & 1'intérieur de 1'histpoire méme, que ce soit dans un Agatha
Chrlstle (par exemple The Pale Horse) ou un Dorothy Sayers (Harriet
Vane) . '"Modes et formes du narcissisme littéraire," Po&tique, 29
(1977), 103.

EQWhen Gide coined the phrase ‘en abyme,'(Journal, 1893)
he was thinking of the mirrors in the paintings of Memling and Quentin
Metzys: '"dans tels tableaux ... un petlt miroir convexe et sombre refléte,
d son tour, l'intérieur de la scéne ol se joue la scéne peinte."
Gide's famous definition may be found in Bruce Morrissette, 'Un Héritage
d'André Gide: La Duplication int&rieure," Comparative thgfgﬁgre Studies,

8, No. 2 (1971), 127. Paintings and art objects are very prominent
as inner dupllcstlgﬁs in the Nouveau Roman, The most useful examina-

ions are those of Morrissette, Ricardou and Dillenbach. See Ricardou's
"Le REcit abymé," Le Nouveau roman (Paris: Seuil, 1973), pp. 47-75
and Ddllenbach's Le R§c1tfgﬁéculalr3 Essai sur la mise en abyme
(Paris: Seuil, 1977). The only critic to mention “this technique in
detective fiction is Dillenbach. However, he disposes of the topic in
a few footnotes or cursory remarks because he strongly believes that
detective fiction, 1like fantastic literature (which also makes widespread
use of self-reflection), does not merit any attention. It is very ironic
that this critic who is always writiﬁg on 'le roman policier' as an

inner duplication in Butor's L'Emploi du temps should find it so dis-

iamfartihg to study 'le roman lelElEI ““and its own very prodigious
use of mise en abyme. For his investigation of the detective story as a

template in Butor's work, see his excellent little book: Le Livre et

ses miroirs dans 1'oeuvre romanesque de Michel Butor (Paris: Minard,
1972). To illustrate how this critic recognizes that the detective story
uses the technique of mise en abyme and yet is prevented from analyzing
it because of his attitude towards papular literature, let us note one

of his milder comments: 'Qu'elle (l1a mise en abyme] y réussisse

jusqu'd 1'exaspération, il n'est pour s'en convaincre que de se rapporter

au Zauberschlaés de Tieck ou aux DII Petlts Négfes d'Agatha Chrlstle

ne sont pas ceux du roman, ...."  "Intertexte et autgtextg, Eggplguei
27 (197e6), 288.

70, .. . . .. . . . . -
DMichel Butor, 'La Critique et 1'invention,'" Répertoire 111,

71 . " . ;e . e Yacas
7 ~ Tynianov, ‘'Destruction, parodie," Change, . No. 2 (1969),
p. 67. This critic's definition of parody reads as follows: ''Une
filiation littéraire, elle, est avant tout combat, destruction

de l'ensemble ancien et nouvelle construction des ancients é&lé&ments.

72 Edward Said, glnnlng_ Intention and Method (Baltimore: Johns
Hopkins Univ. Press, 1978) pp. 83-84.
' ¥
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73 , ~ - , . .
] ZJQhﬁ Fowles, The Ebony Tower (New York: New American
Library, 1974), p. 17.

74Janathan Culler, Structuralist Poetics, p. 153,

753. Eikhenbaum, '"Sur la théorie de la prose,'" Théorie de
la littérature, ed. Tzvetan Todorov, p. 208.

6. . . .

"The expression 'proximité structurale" is from Tzvetan
Todorov, Introduction 4 1a littérature fantastique (Paris: Seuil,
1970), p. 55.

Y

7

77Begause of our choice of authors, our present topic does

not require a discussion of the relationship which exists between the
Gothic and the detective story. This should not suggest, however, that
the Gothic tale is unlinked to detective fiction. (Poe was also a writer
of Gothic tales). Two critics briefly mention the connection between

the Gothic and the detective tale. Eric S. Rabkin in The Fantastic

in Literature (Princeton: Princeton Univ. Press, 1976) purports that
"Gothicism is a literary movement that helped create’ the climate for the
emergence in the nineteenth century of modern science*fiction, the
thriller, detective fiction, and the psychological novel." p. 182,

See also Elizabeth MacAndrew, The Gothic Tradition in .Fiction (New York:
Columbia Univ. Press, 1979). For an excellent and synoptic essay

on the Gothic genre, we invite the reader to consult:. Milan V. Dimid,
"Aspects of American and Canadian Gothicism," Proceedings of the 7th
Congress of the International Comparative Literature Association, eds.
Milan V. Dimi¢ and Juan Ferraté, vol. 1 (Stuttgart: Erich Bieber, 1979),
pp. 143-149, It would be fascinating to look at other traditions that
have been very successfully merged with the detective genre. Apart from
the fantastic element, the detective story has demonstrated that it can
appropriate and support other styles or forms of literature as the fairy
tale, the grotesque, surrealism and even science fiction. All of these
traditions have been used to great advantage in the detective genre.
Agatha Christie, for instance, in a novel like And Then There Were None
utilized a fairy tale or nursery rhyme as the ground plan of her story.
Dirrenmatt, another author to use the fairy tale, has also very effectively
adopted the grotesque to function vividly within the detective genre.

The grotesque is evident in many memorable scenes, one case in point being
Barlach's and Tschanz's bizarre and formidable banquet at the end of
Der Richter und sein Henker. Surrealism has endowed detective fiction with
new ideas for its creation of awesome settings and atmospheres. The stories
of Carr illustrate how the detective tale is indebted to surrealism. And

a very good proof that the detective story structyre and science fiction
e¢an co-inhabit is, of course, H.G. Wells' The Invisible Man and some

of the very popular stories of Isaac Asimov. - -




781he vivid phrase 'bulging brow" to refer to Poe is found
in Michael Holquist, 'Whodunit and Other Questions: Metaphysical
Detective Stories in Post-War Fiction," New Literary History, 3, No. 1
(1971), 143, However, we later noticed that the expression in a
varied form had been originally employed by Howard Haycraft: 'all these
sprang full-panoplied from the buzzing brain and lofty brow of the
Philadelphia editor." See his abbreviated chapter on Poe from Murder
for Pleasure, The Art of the Mystery Story: A Collection of Critical )
Essays, ed. Howard Haycraft, p. 166.

9 Rabkln The Fantastic in Literature, p. 61. He summarizes
well this naturalization of the fantastic in the following statement:
"Though the thrill of the fantastic may function microcontextually,

in the larger tale the ground rules are stable.'" p. 64. Rabkin's book
and one section of Todorov's treatise on the fantastic, Introduction i la
littérature fantastique, are the only two works, to our knowledge,
which examine the role of the fantastic in the detective story.

BDRﬁger Caillois, Au Coeur du fantastique (Paris: Gallimard,
1965), p: 30. The concept of ¥ "hésitation" is central to Todorov's
definition of the fantastic: 'Le fantastique, c'est 1'hésitation
éprouvée par un &tre qui ne connaft que les lois naturelles, face &
un &vénement en apparence surnaturel. Introduction 3 la littérature

fantastique, p. 29. o

81 0dorov's terms "vraisemblable et surnaturelle' originate
from Soloviov's and Henry James' definition of the fantastic or uncanny,

Introduction 3 la littérature fantastique, p. 54.

-
S’Agatha Chrlstle. Murder on the Orient Express (New York:
Dodd, Mead, 1934), p. 119. Poirot adds to the exciamation about the impos-
sible: "The impassible cannot have happened, therefore the impossible can be

ossible!"
possible! 83

Dayle s 5tary The Haund af the Baskerv1lles hss been

superﬂatural hurrar and the lﬂglgal erplanat;gn. see Marxa F. Rcdell,
Mystery Fiction: Theory and Technique (New York: Duell, Sloan and

Pearce, 1943).

84Frank D. McSherry, '"The Janus Resolution," The 2929
Writer's Art, ed. Francis M. Nevins, Jr. (Bowling Green, Ohio:
Bowling Green Uhiv. Popular Press, 1970), p. 263.

o leréﬁe Bessi@re bases her study Le Récit fantastique:
La Poétique de 1' incertain (Paris: Librairie Larousse, 1974) on this
idea of a mu1t1p11c1ty of possibilities that never elicit one final
answer. While tracing a history of the tradition, she often refers to




Borges and his singular use af the fantastic but never v1gps the
fantastic in reigtion to the detective story.

SESee Ralph Harper, The World of the Thriller (Cleveland,
Ohio: Press of Case Western Reserve Un1v3T51ty, 1969).

-

87Jahn Dickson Carr's exact words are ‘''the school of Sherlock
Holmes and the school of Sam Spade.'" '"The Grangest Game in the World,"
The Mystery Writer's Art, ed. Francis M. Nevinyll Jr., p. 239.

ESngmcﬁd Chandler, '"The 5imple Art of Murder," The SIEEIE

Art gi Murder, p. 16. We know that the expression ''down these mean streets
a man must go'" is also from Chandler's essay.

BQVery little attention has been paid to the unique style

which characterizes the work of Hammett and especially of Chandler.

A study of their very original style would contribute to a greater

appreciation of the literary qualities of the hard-boiled sub-genre.

' ggD;shiell Hammett, The Maltese Falcon (Néw York: Alfred A.
Knopf, 1930), p. 225. This expression of '‘not playing the sap" is,

of course, a leitmotif in the novel,

95ean de Milleret, Entretiens avec Jorge Luis Borges, p. 205.

ngada?gv shows how the thrlller and the hgrrgr stary are

siyfet. With respect to the thriller or "roman noir," .
xplains: 'Le roman noir est un roman policier qui fusionne les’
deux histoires ou, en d'autres mots, supprime la premiére et donne de la
vie & la seconde. Ce n'est plus un crime antérieur au moment du rfcit

qu'on nous relate, le récit coincide avec 1'action.” "Typalagle du roman

policier,"  Poftique de la prose, p. 60,

93Jahn G. Cawelti, Adventure, Mfstery, and Rﬂmante Formula
Stories as Art and Popular Culture, p. 142.

Qdishmge} Reed's statefient about his use of the classical
detective story is quoted in Steven R. Carter's article: "IZhmael
Reed's Neo-Hoodoo Detection," in Dimensions of Detective Fiction,
eds. Larry N. Landrum, Pat Browne and Ray B. Browne (Bowling Green,
Ohio: Howling Green Univ. Popular Press, 197¢), p. 267. The fact
that Reed added Afro-American history and folklore to the detective
pattern is made by-the critic, p. 265.

L]




Chapter Three

* .
A.C. Doyle, '"The Final Problem,”" The Memoirs of Sherlock
Holmes, p. 240.

T
y

1. . . . . . . )

For a very probing discussion about plot structure, see
Princetan Encyclopedia of Poetry and Poetics, ed. Alex Preminger, enl. ed.
(Princeton: Princeton Univ. Press, 1974),pp. 622-625. One of the clearest
definitions quoted about plot stresses its ability to 'make" or give form
to a story: ''There is first a rambling-ahd amorphous 'story', often taken
over from tradition or picked up from someé other extraneous source
and then comes the serious business of making it into a play or an epic."
p- 623.

zEg M. Forster in his searching treatment of plot in Aspects
of the Novel 1is one of the rare critics to speak of the importance
of the reader's intelligence and memory in retaining and re-constructing
the plot pattern: 'The plot-maker expects us jo remember, we expect him
to leave no loose ends." p. 95. '

' g“‘§The importance of plot in Bbrges' fictions is congruent with -
what we term his short short story form. Borges' concern for rigorous '
plots extends even to his poetic pieces. In his "Autobiographical Essay,"
for instemce’™~ @orges . relates that: "In my later poetry, a narrative
thread is always to be found. As a matter of fact, I even think of plots
for poems."  The Aleph and Other Stories, 1933-1969, ed. Norman Thomas
di dovanni, p. 251,

41n "La Littérature comme telle," Genette observes that the
Russian formalists have gained much from Poe as the inventor of a popular
genre and as theorist of plot: '"La double prédilectiorn pour ... la
littérature populaire et la littérature d'avant-garde ... est un autre
trait caractéristique du formalisme russe, ol 1'influence directe de
Poe est d'ailleurs sensible," Figures, p. 262.
o«
3

Sv. Chklovski, 'L'Histoire & mpstéres," Sur la théorie de la

prose, trans. Guy Verret, pp. 147-168.

6After Aristotle, and much later Poe, in the twentieth
century, formalisgs like Shklovsky and structuralists like Todorov,
Brémond or Scholes have taken up with renewed vigor the analysis of pleots.
Scholes, for instance, surveys the plot structures of 'modern fabulators'
as Borges, Hawkes, Fowles, Murdoch, Barth ..., authors whose major
preoccupation is ‘''delight in design'" (p. 3), See Robert Scholes,
Fabulation and Metafiction (Urbana: Univ. of Illinois Press, 1979).
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7A1though therqhare many translations of Scheglov's essay, -
we have used the followiny text: Yu. K. Scheglov, 'Towards a Description’
of Detective Story Structure," trans. L.M. O'Toole, Generating the
Literary Text (Univ. of Essex, 1975, Russian Poetics in Transiation,
No. 1). /

8L.M. O'Toole, '"Analytic and Synthetic Approaches to Narrative
Structure: Sherlock Holmes and 'The Sussex Vampire','" Style and .Structure
in Literatx;e: Essays in the New Stylistics, ed. Roger Fowler (Ithaca:
Cornell UniV. Press, -1975), pp. 143-176. .

e
9 . o ) B ) <
L.M. 0'Toole, '"Analytic and Synthetic Approaches to Narrative
Structure: Sherlock Holmes and 'The Sussex Vampire'," Style and Structure °
in Literature: Essays in the, New Stylistics, ed. Roger Fowler, p. 175.

L
10ye find that a reader knowledgeable about the detective genre
could easily interpolate the pl‘t of a detective storv on nearly every
model and diagram found in Brémond and it would correspond exactly.
However, Brémond himself has not mentioned detective stbries, except .
or a slight reference to a Poe story in his extensive study: Logique du
récit (Paris: Seuil, 1973), p. 232. - .

IIWe refer to the title of Brémond's article: 'La Logique des

possibles narratifs," Communications, 8 (1966), 60-76. - !

12E. Mélétinski, "L'Etude structurale et typologique du conte,"
appended to Vladimir Propp's Morphologie du conte, trans. M. Derrida,
T. Todorov, C. Kahn (Paris: Seuil, "71965), p. 231.

13Brémond, "La Logique des possibles narratifs," Communications,
8 (1966}, 69. '

3

14T'here are few critics who discuss how the plot of detective
fiction encompasses the schema of a conflict between opponents. Marie
Rodell in Mystery Fiction: Theory and Techpique is unusually clear in her
commentaries about how '"mystery fictiom is based on a double pattern of
major conflicts" and how these conflicts can overlap. p. 62.

lsWhile it is true that this metamorphosis of the detective inte
the murderer at the level of the plot transforms the styucture of the
detective story, it is also true that traditional detective fiction,
beginning as early as E.A. Poe's '"Thou Art the Man," incorporated this
Gothic element of the double or ultimately the search for the self into
the detective genre. Modern critics see=this metamorphosis of characters
as a completely avant-garde phenomenon: they are uninformed about
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popular fiction. The critic Ben F. Stoltzfus in Alain Robbe-Grijget
and the:New French Nove! (Carbondale: Southern Illinois Univ. Press,

- 1964) uses the term ‘'‘mock-detective motif,'" for instance, to define

this metamorphosis. This type of reversal or metamorphosis is quite
common in the detective genre. : ’

16Two critics have drawn up a typology of plots for detective
fiction. In a very unpretentious article, 'De 1'approche stylistique
d'un mauvais genre littéraire: le roman policier," Linguistique et
littérature (Paris: La Nouvelle Critique, 1968), pp. 164-170, J.-P. Colin
distinguishes six possible arrangements for the detective structure.

Using his terminology "rupture'" and "rétablissement," he considers how

the "rupture or the crime - can be posited in the narrative: 1) before ‘
the story begins, 2) at the outset of the story and with or without
witnesses, 3) during the narrative, 4) at the end of the story, 5)

how one 'rupture' can link age author's story to another one of his texts,

6) how th may be no real "rupture" and therefore the story is a parody.
Josée Dupd®, in her small book Le Roman policier, simplifies her

system to three categories: she contends that the crime's position in a
narrative can .either be at the beginning, in the middle gf at the end.

In addition, whereas we find Brémond's bilateral view of action which
oscillates between "1'amélioration' and 'la dégradation" as most

enlightening and applicable to a study of detective morphology, a critic

like Josée Dupuy will prefer Brémond's very general vision of the tripartite
"'séquence Eélémentaire." Dupuy transfers very simplistically this '"séquence
€l1émentaire" which is used to divide the narrative according to a

beginning, middle and end to describe the detective plot and its rigid
structure of crime, investigation and solution.

-

T : A B sens
1 This expression is ‘taken from the sub-title of Iréne Bessidre's
book: Le Récit fantastique: la poétique de l'incertain.

18V. Nabokov, The Defense, pp. 213-214. !
. £ .
19Marjorie Nicolson, 'The Professor and the Detective," The Art
of the Mystery Story: A Collection of Critical Essays, ed. Howard
Haycraft, p. 119. - :

&

‘ ‘ 20A.C. Doyle, "The Musgrave Ritual," The Hemairs of Sherlock
Holmes, *p. 106. : , o T

&

21Ellery Queen, The Chinese Orange Mystery (Bergenfield, N.J.:
New American Library, 1970), p. 164. -

A

225dgar Allan Poe, 'Dickens's Barnaby Rudge," The Works of
. E. Woodberry, vol. Vil

B3
Edgar Allan Poe, eds. E. C. Stedman and G.
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(New York: The Colonial Company Limited, 1895), p. 51.

*3poe, 'Dickens's Barnaby Rudge," Thg Norks of Edgar Allan Poe,
eds. E. C. Stedman and G. E. Woodberry, . Like Poe, Shklovsky also
chose one of Dickens' novels to analyze Ehe readlﬁg protess particular

to mystery fiction. He concludes that Little Dorrit ‘'can be related

in the above form [fabula fcrm] only after we have finished reading it.
While reading we have before us a collection of mysteries.'" See the
excerpt of ''The Mystery Novel: Dickens's Little D&rrit," in Readings
in Russian Poetics: Formalist and Stfuctural;;t VIEHS eds., L. Matejka

and K. Pomorska, pp. 221 - 222,

oa
“4Michel Butor, ''Recherches sur la technique du roman,'
Essais sur le roman (Paris: Galltimard, 1972), p. 118.

=25 Prcd

‘SA, Robbe-Grillet, 'Temps et description dans le récit’

d'aujourd'hui, Pour un nouveau roman, p. 169. —
un £y Iom ,

I~
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|
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senderos que se bifurcan,'" Sur, 92 (1942), 60 - 61.

26, . L. . - ~
’6Adclfg Bioy Casares, ''Jorge Luis Borges: E] jard

27A !Rabbe»Grlllet '"Notes: Casares, L'Inventidn de Morel,
Critique: Revue générale des publications fran;aises et étragggres

9, No. 69 (1953), 172. 1t is Robbe-Grillet who underlines part of

the last sentence,.

. éSEmir Rodriguez Monegal, Jorge Luis Barges A Literary Bio ography
(New York: E.P. Dutton, 1978), p. 407. This critic dlscusses at length
but independently the detective story and the fantastic: he does not see
how the two genres or traditions operate conjointly and how the detective
structure furnishes the fantastic dimension with a matrix.

29, fine analysis of these four major types of the fantastic
is made by Rodriguez Monegal in his books: Borges par lui-méme, trans.
Frangoise-Marie Rosset (Paris: Seuil, 1970) and Jﬂrge Luis Borges:
A Literary Biography.

&

SQFGT example, Donald Yates, a specialist of detective fiction, ~
has edited an interesting collection of papers on the fantastic in

Spanish-American literature. See Otros mundos, otros fuegos: Fantas ia
y realismo méigico en Iberoamérica (Pittsburgh, K. and S. Enterprises,

1975.) (Memoria del  XVI Congreso Internacional de Literatura
Iberggmerlﬁana) Apart frnm this general callectlcn on the fant:as’tic:,i

Casares "Om fantastic literature " Prase fnr Berg s, ed Charles Nevmgn ani
Mary Kinzie (Evanston: NDIthHEStEfn Univ. Press, 1974), pp. 166-174 and
Julio Cortfzar, "The Present State of Fiction in Latin America," Books Abrcad

50 (1976), 522-532. P
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“suggestive of Poe.

ElNeé Jitrik, "Structure et signification de Fictions de .
J.-L. Borges," Lingplsthue et littérature (Paris: La Nouvelle
Critique, 1968), p. 108. In examlnlﬂg the investigative pattern,

Jitrik classifies Borges' fictions into three grpups: 'découverte,

création, organisation." p. 109.
.

32”henever allusion is made to Borges and detective fiction,
the one story that comes to mind is always 'La muerte y la brdjula."
For instance, a recent article considers/primarily this story, see
Tamara Holzapfel, 'Crime and Detection in a Defective World: The
Detective Fictions of Borges and Dirrenmatt,'" Studies in Twentieth
Century Literature, 3, No. 1 (1978), 53 - 71. S

33Eorges speaks of his technique of "beaucoup de choses
worked in, inlaid" while specifically discussing his starles "El

jardin de senderos que se bifurcan'" and ''La muerte y la brujula" see
the interview '"Entretiens avec James E. Irby,”" L'Herne (19@&), 194,

*®

' N
34We are using the term "embedded plot" or "epchissement"
as it is found in Ducrot and Todorov, Encyclopedic Q};ﬁ;@pa:y of the
Sciences of Laﬁguage pp. 297 - 299. According to Todorov, the

eﬁbeddlng of an inner narrative or (1- 2 -1) makes explicit ‘the
relation of ref]ect;gg’az mirroring between the embedded intde

story and the outside~frame: '1'enchissement est une mise en évidence
de 1la prapri§t§ la plus essentielle de tout récit. Car le récit
enchiissant, c¢'e¥t le récit d'un récit. En racontant 1'histoire d'un
autre récit, le premler atteint son théme fondamental et en méme temps
se réfléchit dans cette image de soi-méme... ." Poétique de la prose,
p. B85. Borges' expression of the 'inlaid' material would correspond
to Todorov's definition of ‘enchdssement’ Although we use the term to
describe the. inner plot of "E} Jgrdiﬁ .de senderos que se bifurcan,"

it is obvious that 'La muerte-y la brujula” and many of Borges' other
stories have embedded plots. .

%

350 Entretiens avec James E. Irby,” L'Herne (1964), 394+

36 Ralp% Harper in _The World of the Thriller, p. 21 wutilizes
the phrase "a man hunts and in turn is hunted” to describe one of the
first English spy novels, _John Buchan's The ThiTty- nine Steps.. A later
brilliant illustration of a dobble pursuit is Le Carré's The Spy Whe
Came In From the Cold where Smile '‘nlans a trap, and Leamas, collabora-
ting with him on aNother chase, i% unsuspectingly pursued, caught and
annihilated. 3»\\ .

stratagem of dispréging a secret publicly is
115 contiguity was noticed by Shlomith Rimmon-
Counterparts: Patterns of Interchangeability in

57Yu Tsun's

Kenan in '"Doubles an

¥

5




'Y,

. s

[
i

#den of Forking Pafﬁﬁ"rt; Critical Inquiry, 6, No. 4

Borges' C .
The idea of concealment through exposure is one of the

(1980), 641-64
topics analyzed b;
sur . "La Lettre volEe",” Ecrits (Paris: Seuil, 1966), pp. 11-61.

' v

b
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SSEQJEi;, “El jardin de senderos qu¢ se bifurcan,'® Obras

completas, ed. Carlos V. Frias (Buenos Aires: Emec&, 1974), p. 477.
Except when otherwise noted, all quotatiod® from Borges' " stories,
essays and poems will be taken from this edition and page numbers will
be indicated in parenthesis within the text. It should be brought to
attention that critics fail to di'scuss this fragment of the letter
discovered by Albert as key to the®™ecipherment of Ts'ui-P&n's book.

zgsarges‘ illustration of the merging of the 'real' and the
'unreal' in a narrative — Don Quixote reader of the Quixote or Hamle-
spectator of the play Hamlet — in the essay ''Magias parciales del
Qdijote," Obras completas; p. 669, also happens to be a very

interesting definition -of imner-duplication. His examples of

classic. texts as forerunners of the modern idea of self-reflection
have beenignored by critics of narcissistic fiction. .

- i

: 40 L . - . .
?; "1t is a convention of the genre to .include another detect

usdally a member of the police fowwe ' ‘to#serve a4 foil to the hero;
detective. This other detective, ﬁ@toriaus for his obtuseness, never
solves the mystery. Borges gives us an ironic twist to this device by
allowing.Inspector Treviranus to be correct about his ¢ssumption whereas
Ldnnrot, wishing to-obviate the element of chance, is trapped in his
own labyrinth. : y -

J

4lln the traditional detective story{ the,detggtize is not
directly implicated in the violence and crimes. However, in thrillers
and especially spy flctions, the detective-hero is vulnerable. This is
‘one major distinction that can be drawn between the classic detective
tale and the hybrid forms. ’ -

. s ! ) Y

N e ﬁ wF =
4 his remarks about this story, Borges affirms that the
characters are to be seen as doubles: 'The killer and the slain, whose
minds*work in the same way, may be the same man. Lonnrot is not an un-
believable fool walking into his own death trap but, in a symbelic way,
a man committing suicide. This is hinted at by the similarity of their
names. The end syllable of Ldnnrot means red in German, and Red Scharlach
is also translatable, in German, as Red Scarlet.” "Gam@eﬁtariéi,"
The Aleph and Other Stories, p- 269. .

. B . 7 - . . N _
43The tetragram or lozenge design of gthe windows or even of

the_plot structure itself can be viewed as a labyrinth: 'le thdme des
lcggnges (réduction géométrique du labyrinthe) est/la métaphore de la

” | | . j

Jip T

Jacques Lacan in his influential essay: "Le séminaire
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secrdte symétrie de 1'histoire policiére." E. Rodrigue:z Monegal,
Borges par lui-méme, p. 83,

Zenu s paradox of infinite progression (and by implication
infinite regression) is analyzed by Borges in the essay 'Avatares de
la tortuga," Obras completas, pp. 254-258. Borges concludes that
Zeno's paradox is best exemplified in Kafka's endless plots.

*

431n his position as a decipherer inside a prison, Tzinacdn
is similar.to the detective in Borges' and Casares' Seis problemas para
Don Isidro Parodi. Prisoners and men condemned to'death are a
familiar sight in Borges' stories: YO Tsun writes his fragment in custody
and undep the sentence of death, Hladik asks to complete his drama
before standing in front of the firing squad ("El milagro secreto'), N
or Asterion and Otto Dietrich utter a last monologue Dbefore their
execution ('La casa de Asteridn" and 'Deutsches Requiem'), or Villari
hides in his room ('"La espera'), Or Martin Fierro afd Juan ~
Dahimann fight=on the ptain ("El fin" and "El Sur") ... . -

Barges personal experience of timelessness was the source
of his rethinking of our ordinary apprehension of time and his
formulation of infinite and circular time. While observing a familiar
street thirty years later, the changelessness or the perfect identity
between scenes induced Borges to feel as if time had stopped: 'Me sent{
muerto, me senti percibidor abstracto del mundo; ... me sospeché
poseedor del sentido reticente o ausente de la inconcebible palabra
eternidad.'" For his account of this experience, see '"Sentirse en muerte"
(1928) included in "Nueva refutacién del tiempo,'" Obras completas,
pp. 764-766. (The quotation is on page /795.) - .

47He recall that Nabokov, in his two statements of appreciation
of Borges' world (quoted in chapter one), had.alluded to the Argentine
author's poetic use of chiaroscuro. It would be interesting to analyze
the symbolism of light and darkness in Borges' stories, especially scenes
presenting the clarification of an enigma, scenes describing a visionary
or hallucinatory experience, or scenes depicting the moment of the duel.

4BAt the level of the action, ,Borges' rarratives end. This'is
why the story ''La biblioteca de Babel' is always classified by Borges
as his. "Kafkian story."  "An Autobiographical Essay,'" The Aleph and
, Other Stories, p. 243. B - 3

9
Borges, as librarian or "inquisidore' in this story and
in "reality."appraprlatéiy called his two collections of essays

Inquisiciones and OQOtras inquisiciones. &
"“The term 'finverted detective story' was «reated by Austin
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, Preeman in 1912 to characterize a few of his short stories that
concerned themselve§ with the criminal. Boileau- arcejac, in Le Roman

policier, recognized the fundamental influence of this structure on

the genre: 'La méthode 'd'inversion,' contrihua beaucoup au dévelop-

pement du genre, sous un angle entidrement nouveau; on peut méme dire

qu'elle a fait souche:" p. 99. Melvyn Barnes in Best Detective Fiction

states However that: "It was not until later that Freeman's idea was

to bear fruit in the works of other writers who succeeded dn establishing

the ‘'inverted' detective story as something far more than an intriguying —

experiment."” p. 83. The one writer who is renown for his stories about

the criminal is, of course, Anthony Berkeley.

Slﬁarges has had a lifelong predilection for marginal heroes,
villains, desperadoes. His fascination with the Argentine gauchoes
and outlaws has persisted undiminished from 'Hombre de la &squina
rosada" to hiy most recent writings; many’ of his poems and stories
in Elogio de la sombra (1969) and §1 informe de Brodie (1970) expose
aspects of the gaucho hero. These heroes of the pampas, according to
Borges, are remarkable for their unfailing relifion of courage and
their love of solitude.

SzAﬁ enterprising Edward G. Robinson is the paradigm of the
gangster hero pursuing his enemy whereas a farlorn Burt Lafcaster was
usually cast in the role of the waiting victim. In fact, Lancaster
portrayed Ole Andreson in one filh version of Hemingway's '"The Killers."
For a discussion of archetypal gangster movies, one may consult:

S. L. Karpf, The Gangster Film: Emergence, Variation and Decay of a
Genre — 1930-1940 (New York: Arno Press, 1973) and Alfred Appel, Jr.
Nabokov's Dark Cinema.

¥

starges has, on many occasions, affirmed his admiration for
ven Sternberg's silent gangster films. This short remark is taken from
~ hi's "Commentaries," The Aleph and Other Stories, ed. Norman Thomas dj
Giovanni, p. 265. Borges was attracted to von Sternberg's films
particularly for their am of reticence or omission. For Borges, this )
aesthetic of 'paring down' the plot to only the duel is responsible for = N
the creation of an action that is highly dramatic and violent and
encompasses a metaphysical and teleological dimension.

- - : - *'\-LY
|

*4uEntretiens avec James E. Irby," L'Herne (1964), 391.
An allusgaﬁ to von Sternberg's art is inserted in one of the tales in o
Borges’ tollection Historia universal de la infamia -— "El asesino ’

desinteresado Bill Harrigan': ''La Historia (que, a semejanza de cierto
director cinematogrifico, procede por iﬁiggnes discontinuas)...."
Obras completas, p. 317. As an aside, it would be interesting to
compare Borges' vision of Billy the Kid with that gf\Fanadian poets

bp Nichel and Michael Ondaatje.

SSDangid A. Yates, "The Four Cardinal Points of Borges,"
The Cardinal Points of Borges, eds. Lowell Dunham and Ivar Ivask (Norman;

Univ. of Oklahoma Press, 1971), p. 29.




) Séﬁiftiﬁ Fierro is the popular gaucho hero of an Argentine

folk poem written by Jos& Hernandez. He is mentioned in many of Borges'

other stories, for example in "Biograffa de Tadeo Isidoro Cruz" and the

story entitled precisely 'Martin Fierro.'" In 'An Autobiographical Essay,"
Borges' remarkable absénce of priggishness vis-d-vis popular folk '
heroes is confessed: 'My mother forbade the reading of Martin Fierro,

since that was‘a book fit only for heodlums and schoolboys and, AEéSiE:s,

was not about real gauchos at all. This too I read on the sly.'

The Aleph and Other Stories, ed. di Giovanni, p. Z210.

'Borges' number symbolism, like the main images and metaphors
in his ficciones (labyrinths, mirrors), is used to denote infinite
time. In this case, the Negro waited seven years, in other words,
an indefinite and infinite time span. In '"La casa de Asterién," the
number of doors in Asteridn's labyrinth is fSETtEEﬁ, again signifying
the infinite (&nd Borges, in a footnote, openly equates this number to
the infinite). Borges also delights in playing with numbers that repeat
themselves as 'seen in one of his fa&arlteS“TﬁE 1001 nights; for instance,
Villari's apartment number in ''La espera" is -4004 implying the c1rcular1%;
of time.

58 . : R
- S’Fgf this felicitous expression "lieu du destin,' see the

chapter on space in Roland Bourneuf and Ré&al Ouellet, fLiUniyer§,gg roman.

SQThe chapter on Borges in my M.A. thesis "The Image of the
Labyrinth in Representative Works of Joyce, Kafka, Borgés and Robhe-Grillet”
(Univ. of Alberta, 1974) analyses the labyrinth as space according to
thesgsfgc categories of the architectural and the geographical labyrinth
or the palace and the desert. ‘

EQRadrlguez Monegal in Borges par lui-mé&me informs us that: "Borges,

dans une conférence sur Poe, analyse comment 1'auteur créé une ambiance d'ir-

- réalité et d'horreur =Eil[:li‘c;séj décrit soigneusement 1'architecture du
labyrinthe du collége de William Wilson."
61

In an instructive article, Ricardo Gullén Explaiﬁs how some
authors including Borges 1msg1ne a space "in order to place within it a

genuinely revealing metaphor." The Igbyrlqth according to this critic,
wouldﬂ?e a’"metaphcr spice " See "On Space in the Novel," ygi?t;ggl
Inquiry, 2, No. 1 (1975), 18. / \

62

“One of Borges' early tales 'Hombres pelearon' (Men Fought)
was the first of many to feature the motiveless duel: "This story is one

I have been retelling, with smal] variations, ever since. It is the tale
of the motiveless, or disinterested, duel — of couy for its own sake."

"An Auteblagraphical Essay," The Aleph and Other St ie§J ed. di Giovanni,

p. 232.




éé"Eina Zunz'" furnishes the reader with anjoutstanding example
of a story with a perfect premeditated plan. Hours after receiving
notice of her father's suicide, Emma has already conceived a plan of -
revenge. During the evening and the next day, she reviews and refines
her plan. The next afternoon, Emma proceeds to the brothel and thén
to the factory where she shoots Loewenthal. Her actions prior to the
crime, as she informs the police, are all verifiable and true except:
''sélo eran falsas las~circunstancias, 1la hora y uno o dos nombres
propios.'"  (Obras EgﬁEl&tES, p. 568.

. ,,f; \3

64 N K ) )

‘Stuart Kaminsky, ";;tt?é Caesar and its role in the
Gangster Film.ginre." Journal of Egﬁgfgr Film, 1, No. 3 <11972),
4 : L a

214.

[
4

ésﬁgdrizuez Monegal is one of the few critics of Borges to
have suggested a relation between the waiting episode in Hemingway's
"The Killers" and "La espera” and to also mention that this experience
of waiting was Borges' own during the Perén dictatorship, see Emir

Rodriguez Monegal, Jorge Luis Borges: A Literary Biography, p. 437.

éé"EpiSGdié del enemigo'" is, in a way, a counterpart to.
"La espera.'" The same plot pattern of waiting and dreaming about an
impending duel is found in both stories. However in the more recent
story, the dreamer, — Borges himself — when his [ong-awaited opponent
arrives, triumphs by awaking.

sg%:i%ubert Aquin, Prochain Episode, pp. 126-127.

3
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Chapter Four ’ v

. .
) . G.K. Chesterton, 'The Flying Stars,"” The Innocence of Father
Browd . 76. : : . ,

Browls P b

f

INabokov, The Gift, trans. Micheel Scammell in collaboration
with the author, (New York: G. P. Putnam's Soms, 1963), p. 21.

- zln his article ‘'Notes sur le fantastique (textes de Théophile
Gaufier)," Bellemin-No&l discusses this need of a witness as mediator

in fantastic fiction: "1'&crivain dédouble son narrateur: ce n'est pas le

». héros lui-méme qui raconte ce qui nous est pr¥senté au mode personnel

pour que nous 1'é&prouvions avec lui (par introjection); c'est une sorte
d'alter ego qud fait office de témoin eg qui gssure la crédibilité

en méme temps que la 'dicibilité' du narré.'" see Litt&€rature, No. 8
©(1972), 5. .

sPeter Brooks in a recent study?’of Conrad's Heart of Darkness,

although he does not see Marlow as witness-narrator, finds that the
narrative procedure QSEEET§;¥hE novel is one particular to ¢the detective
genre: ''Tout comme le récit du détective, Jle récit de Marlow n'est pas
premier: il s'attache & 1'histoire d'un aptre, reprend la trace d'un
autre, répate un voyage déj3 fait." "Un/rapport illfsible: Coeur des

ténébres," Poétique, 44 (1980), 472-489, .

4Narman Friedman clearly underlines how mystery can be
transmitted through the objective and neutral perspective of a Hammett:
"if the author's purpose is to produce in the reader's mind a moment
of revelation —...— then the Dramatic Mode, with its tendency to
imply more than it states, provides the logical approach.'" See
"Point of View in Fiction; The Development of a Critical Concept,”
PMLA, 170 (1955), 1182.

SGenette, Figures III, p. 253.

6Genette,

\

7Dor§thy L. Sayers, '"The Omnibus of Crime (1928-29)," The Art
Mystery Story: A Collection of Critical Essays, ed. Howard Haycraft,
Credit should be given to Dorothy Sayers for being one of the first

xplore the problem of confidentiality in detective fiction. Her analysis

centéers on how the narrative viewpoint in one novel, Trent's Last Case,
shifts from exterior to interior perspective and how, at the end, the
narrator's unreliability is cancelled. Sayers was also the first to force-
fully argue that Poe's 'Thou Art the Man" be incorporated in the canon of
his other detective tales.




T “

‘ 8See the section entitled 'Viewpoint" in Robert Champigny!s
What Will Have Happened, pp. 64-88. )

9Oswald Dycrot and Tzvetan Todorov, Dictionnaire encycloJ
pédique des scigntes du language (Paris: Seuil, 1972), p. 413.

loChampigny; . What Will Have Happened, p. 66 where he speaks
of these intrusions as ‘'free" or '"unattributed comments."

/

1 1 . . . . . ,
! For an explication of the notion of "a monalogical voice,"

we refer the reader to: Bakhtine, La Poétique de Dostoievski, pp. 324-
347. : > -

»

- a

. N .
12Poe, in his critical essay 'Dickens's Barnaby Rudge," f

accuses Dickens of a ‘'misdemeanor against Art" when the author makes
inappropriate comments at the expense of his characters, see The

Works of Edgar Allan.Poe, eds. E.C. Stedman and G. E. Woodberry, p. 51.

. L 2
13Francis Iles (Anthony Berkeley), Malice Aforethought:
The Story of a Commonplace Crime (London: Victor Gollancz, 1931),
p- 1.

14Agatha h;istie, The Murder of Roger Ackroyd, p. 95.

151n the preface to this story, Boileau-Narcejac‘hemonstrate
how they have reversed the usual pattern and narrative mode of detective
fiction: ''Les auteurs du livre ont imaginé un roman policier classique
mais, au lieu de partir du crime, ils sont partis de la machination
qui conduit au crime. Le récit est entiérement &crit du point de vue
de la victime, ce qui est la condition m&me du suspense.'  Les
Diaboliques (Paris: Deno¥l1, 1952), p. 7.

16Roland Barthes, Le Degré zéro de 1'€écriture, Nouveaux

essaiS critiques (Paris: Seuil, 1972),  pp. 28-29.

3

17Gérard Genette, Figures III, p. 254.

18Benveniste's phrase is found as epigrapﬁ to Jean Rousset's
Narcisse romancier: Essai sur la premidre personne dans le roman (Paris:
Jos& Corti, 1972), p. 7.

1g'rhe narrative technique is noticeably similar in stories



like 'Hombre de la esquina rosada,” '"La forma de la espédaj" and .

"La casa de Asteridn."
his narrators (what we have
his stories: '"And I thought
story ['La casa de Asterion')
as "The Form of the Sword,"

,,,,,, Richard
p. 56. E. Rodriguez Monegal
de Asteridn" unfolds like a
that the narrative technigque

detective gtory.

Borges has commented on this contiguity between

called: the concealed narrator) in two of

that the whole point lay in.the fact of the
being told by, in a sense, the same scheme
but instead of a man you had a monster
Burgin, Conversations with Jorge Luis Borges,
in

Borges par lui-mé#me notices how 'La casg®
The critic also mentions
has affinities with

used in this ficcione

"Hombre de la esquina rosada" and '"La forma de la espada,"” but he does
not see, by extension, that these other narratives are also very much
detective-like: "Comme dans 'L'Homme au coin du mur rose'* ou dan}

"La Forme de 1'épée," 1le proc®é consfste d présenter 1'histoire du point
de vue du protagoniste, a

W

ce qui donne 3 Borgés l'occasion de parler a la

premiére personnelet, par cgnséquent, de passer sous silence la partie
de 1'histoire qu'il ne veut pas raconter, ou qu'il ne veut révéler qu'd
-la fin. Dans le cas présent, il s'agit de cacher au lecteur, comme dans
‘un roman policier, 1la véritable identité d'Asteridn." p. 96.

- %

o

ZDGErard Genett;(;ifigg{gs 111, p. 254.

21p concealed metamorphesed narrator who pretends to be the
intrepid individual when he is the coward illustrates in itself the
idea of the double. Thus, Vincent Moon's dissociated self’is reminiscent

of the fantastic stories of doubles as ;Dr. Jekyll and Mr. Hyde.

o

zzThe terms 'masqpes et métamorphoses du narfateur” and
"le narrateur et ses daublegz are two of the chapter headings of Bruce®
Les Romans de Robbe-Grillet, pp.-239-262 and

pp. 263-296. ,JRobbe-Grillet's narrative mode of multiple perspectives

as in Les Gommes has affiliations to detective fiction. The idea of
multiple perspeqtives 1s often implicated in the fragmented information
offered by characters in the detective story. Every time an interrogation
or an interview is carried out, a network of conflicting perspectives
arises, for instance, each select member of the detective club in Anthony
Berkeley's The Poisoned Chocolates Case gives a lecture on his conception
of the impenetrable crime. When we glance at modern authors who have

been influenced by the detective genre, we recognize how experiments

with multiple viewpoints can range from Faulkner's As I Lay Dying to

the exclusive interrogation format of Pinget's L'Inquisitoire. Robbe-
Grillet's Les Gommes figures prominently in this exploration of the

repetition and ambiguity occasioned by several points of view.

Morrissette's book

. \
23T‘he following- editions of Despair and Llolita are used in
our analysis and page numbers will be indicated in -the text: Despair

(New York: G.P. Putnam's Sons, 1965) and Lolita (New York: Capricorn
Books, 1955). .

9



_/,~\$376), for instance, 1is encyclopedic in scope, yet he inadvertently

///(,\j:> 32

24Pnge Stegner's first statement is taken from his '"Introduction,"
The Portable Nabokov, p. xvi while his second remark is found in his
full-length study, Escape into Aesthetics, p. 47.

ZSPercy Lubbock, The Craft of Fiction (London: JQQ%;FEﬁ

Cape, 1921), p. 163. —

®Dorothy L. Sayers, "The Omnibus of Crime (1928-29)," i |
The Art of the Mystery Story: A Collection of Critical Essays, ed. Howard
Haycraft, p. 102. @

“ we adapt Nabokov's phrase about the designer and the degign
from his "Foreword" to The Gift where Nabokov uses the expression to
admonish any critic who would assume there is a relation between the author

and the main character Fyodor.

28Nabokov's exé!i phrase, as it étcurs in Despair, is 'doubly

blest"; the idea of ‘'doubly creative' concurs with the term 'doubly
blest' to define the narrator as plotter of a crlme and contriver of -
a narrative. } )

; \ | *

| “OAngrew” Field, Nabokov: His Life in Art, p. 220, where
Nabokov calls his narrator ‘''one of my literary impersonators.'

3ODostoevsky had considered using a confessional mode in his ;f
writing of Crime-and Punishment where either the first persom.narrs
would recollect his past crime or would publicly confess his crime at
a trial. This type of confession could have been inspired by Dostoevsky's
reading of his favorite Victor Hugo story Le Dernier jour d'un condamné ,
which takes the form of a prisoner's confession. For mgre 1nfarmatlan,
ses Leonid P. Grossman, 'The Construction of the Novel, Crime and
Punishment, ed. George Gibian, trans. Jessie Coulson (New York: W.W.
Norton, 1964), p. 651.

31 . . . ;s . i
The existential context of murder, guilt and imprisonment
has been comprehensively researched by some critics. Victor Brombert's
La Prison romantique: Essai sur 1'imaginaire (Paris: José Corti,

ils to even recognize, in his last chapter on the modernss; the
existence of an auto-centric contemporary tradition of crifie, murder ,
and imprisonment in a Borges, Nabokov or Robbe-Grillet. ’ .

In his 'Foreword' to Despair, Nabokov compares his two
murderers and finds that there is some hope of salvation for Humbert but
not for Hermann: '"Both are neurotic scoundrels, yet there is a green

lane in Paradise where Humbert is permitted to wander at dusk once a
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year; but Hell shall never parole Hermann.'" p. 9.

T 33Arthur Conan Doyle, 'The Speckled Band,' The Adventures of

Sherlock Holmes (London: John Murray and Jonathan Cape, 1974), p. 187.
The framing device of explaining that a story did not originate ex nihilo
is found at the beginning of most detective narrativea told by a “first
person narrator. An examination of the intertextual and framing
techniques and the self-conscious narrator in detective fiction is long
overdue.

34Agatha__Christie, The Mysterious Affair at Styles, p. 1.

L~

3505wald Ducrot and Tzvetan Todorov, Dictionnaire encyclo-
pédique des sciences du language, pp. 413-414.

36See Jean Ricardou's section entitled "Temps de la narration,
temps de la fiction," in Problémes'du nouveau roman (Paris: Seuil,
1967), pp. 161-170 and Michel Butor's essay ''Recherches sur la technique
du roman," Essais sur le roman, 'p. 118 where Butor algo adds a third time
span — '"dés que nous abordons la région du roman, faut superposer
au moins trois temps: celui de 1'aventure, celui de 1'écriture, celui de
"la lecture."

37Genetté Figures II1, p. 228. We should observe that in a
footnote, Genette realized that | preC1sely Nabokov's novels could refute
his assertion. A novel like Robbe-Grillet's Dans le labyrinthe proves
very conclusively Nabokov's contention that space is as important if not
more important than time in being the other demarcation point in the
movement from the "aventure'' to the "&criture." In this novel, the
fluctuation from the exterior action of the soldier in the snowy street
to the interior action of the narrator-writer at his desk finds itself
exposed not only by dechronology but more apparently by the narrator's
persistent return to the room and the description of the dust, the lamp,
the knife and the palnting.

38 This eXpﬂe551on is of course the t1tre of Carl Proffer's book
Keys to Lolita.

3 3. Appel "Introduction,” Vladimir Nabokov: The Annotated

Lolita, p. x1. It'comes as no surprise that the last scene of Quilty's
death was thus written much earlier than other sequences because, as
Nabokov reveals: '"his death [Quilty] had to be clear in my mind in order to
control his earlier appearances.' p. XxxXxix. ‘

_ 40Nabokov, Speak, Memory, pp. 309-310. We underline the last
sentence. _ .
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Chapter Five

Raymond Chandlér, "Casual Notes on the Mystery Novel,"
Raymond Chandler Speaking, eds. Dorothy Gardiner and Katherine S. Walker
(New York: Books for Libraries Press, 1962), p. 68. -

) 1Chesterton, "On Detective Novels,' Generally Speaking:
A Book of .Essays, p. 2. ' )

-

2 . . = - = - ooz =
Todorov, \1ntroduct1on d la littérature fantastique, p. 95.
! a la , )

#

3Fx'hngois Truffaut with the collaboration of Helen G. Scott,
Hitchcock (New York: Simon and Schuster, 1967), p. 95.
Y

4Butor, ""Recherches sur la technique du roman,' Essais sur
le roman, p. 119. Butor, in noting how what is unsaid in a story can
take more siynificance then whar.s actually written, gives us an
illustration: '... ce n'est que Si nous avons pris soin de dire ol
€tait Pierre lundi, mardi, jeudi, vendredi, et samedi, qu'apparaft
soudain mercredi comme un vide (on trouve déj% cela dans le roman
policier)."

5Rutherford, "Story, Character, Setting, and Narrative Mode
in Galdos's El amigo Manso,' Style and Structure in Literature: Essays
in| the New Stylistics, ed. Roger Fowler, pp. 210-211. o

Yeir Sternberg, in an excellent book-length analysis
concerning expositions or openings ih fiction, often illustrates his
arguments with demonstrations from detective fiction. Unlike a Barthes
or a Genette, Sternberg is very clear in his distinction between the
main omission or ‘"expositionary gap'" and the secondary omission or the
"temporary gap". See his chapter precisely on the detective genre:
~ * "Retardatory Structure, Expositional Suspension, and the Detective Story,"
in Expositional Modes and Temporal Ordering in Fiction, pp. 159-182.

[
i 5

7Agatha Christie, The Murder of Roger Ackroyd, p. 254.

8The formalist Boris Tomashevsky specifically mentions detective
fiction in his definition of the 'misleading motivation'' whose purpose
in the narrative is to 'baffle and perplex the reader': "™\. props and
episodes may be used to distract the reader's attention from the real
situation. This happens frequently in detective novels, where a series

- Cme s mm er e B o s e i i e ke 3 & . —_
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of details is given in order to lead the reader (and a group of
characters — for example, Watson or the police in Conan Doyle) up a
blind alley. The author forces the reader to expect an ending in-
consistent with the facts of the case.' 'Thematics,” Russian Formalist
Criticism: Four Essays, eds. and trans. Lee T. Lemon and Marion J. Reil,
p. 80. The structuralist Fugene Dorfman uses the idea of omission as
the criterion for distinguishing between the 'core element'" and the
"marginal elements' 1in a narrative: 'In each case, there is a simple
but decisive question: can the incident under consideration be omitted
from the inventory without interrupting the continuity of the story?"
see his book The Narreme in the Medieval Romance Epic: An Introduttion

to Narratlve Structures (Taranta Univ. of Toronto Press 1969), p. 6. .

QGenette, Figures IIl, p. 212.

#

1DThe first chapter of Boileau-Narcejac's book Le Roman
olicier is exactly entitled ‘Une littérature de 1' ambiguité.’

1 Borges, 'lLa humillaéidn de los Northmore," Pr6logos, p. 101.
We underline Borges' sentence about the omissions which permit pluri-
signification in the texts.

it

] IZHenry James, ''The New Novel," Selected Literary Criticism,
ed. Morris Shapira (London: Heinemann, 1963), p.- 332.

1ZShImeith Rimmon's linguistic and structuralist readings of
Henry James' short stories and pertinent references to detective fiction
invite the critic to undertake a more comprehensive comparison between
these two types of ambiguous narratives, see The Concept of Ambiguity —
the E;ample of James. o

Geoffrey Hartman, 'Literature High and Low: The Case of
the Hystery Story," The Fate of Reading and Other Essays (Chicago:
Univ. inf Chicago Press, 1975), p. 211. :

15_ s N ! Demiie gt i et
Some critics have contemplated Proust's entire masterplece
as a search or investigatian Qf a majgr amiszian — time. See f@r example

de Swann, Cqmb:;z,gu le cercle parfait," Hgégrﬁ Ph;lqlngy, 45 (1948) 155 2D7§
16

Meir Sternberg, Expositional Modes and Temporal Ordering
in Fiction, p. 51. . :

17

Roland Barthes, .S/Z, pp. 81-82. —

- »
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18po1and Barthes, 'Introduction @ 1'analyse structurale
des récits," Communications, 8 (1966), 10. In a footnote about
omissions, Barthes writes: ''Le roman policier fait grand usage de ces
unités 'déroutantes'." b

#

19 “Agatha Christie, The Murder of Roger Ackroyd, p. 48 and
p. 254. 1I. I. Revzin in "Notes on the Semiotic Analysis of Detective

Novels: Hlth Examples from the Novels of Agatha Christie," New Literary

History, 9, No. 2 (1978), gives this illustration as one of the best
polysemic clues in the author's corpus, Pp. 387.
. -
= o i-
20Shlamith Rimmon-Kennan in ubles and Counterparts: Patterns

of Interchangeability in Borges' 'The Gatden of Forking Paths',"

Critical Inquiry, 6, No. 4 (1980), views this device as a leurre, p. 642.
For a criticism of Barthes' failure to make clear the difference between
leurre, équivoque, blocage ... see Shlomith Rimmon, '"Barthes' ''Hermeneutic
code' and Henry James's Literary Detective: Plot-Composition in "The

Figure in the Carpet",' Hebrew Univ. Studies in Literature, 1 (1973), 183-207.

lwe learn from Barthes' article 'Introduction & 1'analyse
structurale des récits,” Communications, 8 (1966), that the expression
"espace dilatoire," wused in S/I, 1issued originally from Paul Valéry,

T

p. 10. It should be noted that, although we are not by any stretch

of the imagination, very cognizant in the field of the reading process, we
do know that some renowned specialists, initially Roman Ingarden in

the 1930's and more recently Wolfgang Iser, have established theories
based on their definition of reading as a gap-filling experience. -

E 3

5
2éQm:::tati(:ms. from Robbe-Grillet's novels will be taken from
the following editions and page numbers will be indicated in the text:
Les Gommes (Paris: Editions de Minuit, 1953); Le Voyeur (Paris:
Editions de Minuit, 1955); and La Jalousie (Par1; Editions qg
Minuit, 1957). .

23Fallowlng the qrder of presentation, the quotations are
from: Robbe-Grillet's interview with _André Gardies as reproduced in
"Textes et documents: le cinéma selon Robbe-Grillet," Alain Robbe-
Grillet, p. 118; J. Rivette and A.-5. Labarthe, "Entretien avec Resnais et

Robbe-Grillet," Cahlers du cinéma, 21, No. 123 (1961), 18; Vicki

Mistacco, ''Interview “with Robbe-Grillet," Diacritics, 6, No. 4
t1976), 37, Colloque de Cerisy, vol. Il (Paris: Union générale
d'éditigns,‘\\f76), p. 194,

4 . G s e =
- z'Mauﬂce Blanchot, ''La Clarté romanesque, Le Livre 4
venir -(Paris® Gallimard, 1959), pp. 195-201 and Dlga Bernal,
Alain RobbeéyrGrillet: le roman de 1'absence (Paris: Gallimard, 1964).

In the migdle section “of her book, Bernal.discusses absences on two
levels of thought: first, "le vide" as 'image' or 'espace' and

?\

—_
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secondly, '"le vide'" as technique which gives rise to a world of
suppositions and uncertainty. &

2 o . . ; . 7 X o

’SBernal alludes to Hemingway's objective and paratactic style .
in a foqtnate: '"Hemingway se borne d montrer; il ne dit rien. C'est en
cela qu'on pth comparer les deux méthodes: la sienne et celle de

Robbe-Grillet. Alain Robbe-Grillet: le poman de 1'absence, p. 117.
This art of ellipsis or omission leaves much to inference and imagination;
it was defined by Hemingway as his 'new theory': "... my new theory that

you could omit anything if you knew that you omitted and the omitted part
would strengthen the story and make people feel something more than they
understood™' ''The dignity of movement of an iceberg is due to only
one-eighth of it being above water.'" See Hemingway, A Moveable Feast
(New York: Charles Scribner's Sons, 1964), p. 75 and Death in the
Afternoon (New York: Charles Scribner's Sons, 1955), p. 192. Claude-

Edmonde Magny's critical text, L'Age du roman anéricain (Paris: Seuil

'948)' reputed far its aplﬁmb and ressaned assessment GF Amer;caﬁ letters,

HTLEEIS llke Hammett and Chandler,

2 M -
*6Eerﬁal Alain Robbe-Grillet: le roman de 1'absence, p. 107.

Bernal's single comment about the detective story and FaulkMer's novels

is questionable. In a novel like Absalom, Absalom! for instance, is
Charles Bon's murder ever conclusively settled? While several second-hand
witnesses to the family conflict present their interpretation and
inferences, the central voice of Quentin, at the end, imagines what

might have precipitated the murder — however, although- there is a
quasi-satisfactory pattern given to us, we are still in the realm of the
hypothetical or of the imaginary.

z;Butari L'Emploi du temps, p. 383 and p. 427.

i - s

zsiathleen O'Neill, 'On Passing Time," Hﬂ581€, 8, No. 1
(1978), 35-36. For a recent article on gaps in Butor's novel, see
Lorna Martens, 'Empty Center and Open End: The Theme of Language in
Michel Butor's L'Emploi du temps,” PMLA, 96, No. 1 (1981), 49-63.
Jean Ricardou dubs L'Emploi du temps 'le récit de 1'hiatus" in
Problémes du nouveau roman, p. 185. Other nouveau roman writers, like

Robbe-Grillet and Butor, take the perplexities of reality as guide in

their elaboration of narratives with holes, slips, interlacements and

compendia of inferences. The preface to Claude Simon's novel Le Vent,
to illustrate, explains how omissions in the text carrespnﬂﬁ to (or
even derive from) the processes of cognition and memory: ''que cette
connaissadnce fragmentsife, incompléte, faite d'une addition de bréves
images; elles-m&mes incomplétement appréhendées par la vision, de paroles,
elles-mBmes mal saisies, de sensations, elles-m&mes mal définies, et tout
cela vague, plein de trous, de vides, .... Le Vent (Pa¥is: Editions de

Minuit, 1957), p. 9.
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29 Robbe-Grillet's "priére d'insérer'" to Les Gommes is quoted
from Morrissette, Les Romans de Robbe-Grillet, p. 41.

ZOFaulkner, Absalom, Absalom! (New York: Vintage Books,
1972), pp. 49-50. One article considers the kinship between detective
fiction and Raulkner's art of reticence. In Faulkner's Absalom, Absalom!,
since speculation and repetition replace straightforward narration,
the reader must actively participate in the reconstruction of the text.
In sucﬁ;a novel, the reader is the veritable detective: 'Each reader,
in accepting or rejecting the various hypotheses raised for his deliberation,
becomes actively involved in the composition of his own Absalom, Absalom!;
he becomes, so to speak, his own detective, jury, and, perhaps, judge!"

Fiction, Dimensions of Detective Fiction, eds. Larry N. Landrum, Pat
Browne and Ray B. Browne, p. 240.

31

Robbe-Grillet, ‘'Introduction," L'Année derniére 3 Marienbad,

pp. 15-16. The term 'hypothése objectivée" 1is also from this prolusion,
see p. 17.
4 . (-

F _

Z*The first quotation is from Robbe-Grillet's essay ''Temps

et description dans le récit d'aujourd'hui," while the second is from
“Du réalisme 3 la réalité," Pour un nouveau roman, p. 163 and p. 177.

&
SEWE know, of course, that the original title of Robbe-Grillet's
novel was Le Voyageur not Le Voyeur. The author may have erased the
title but a reader can still find vesfiges of Mathias as ''le voyageur" —
in fact, there are probably more references to 'le voyageur'" than to

"le voyeur” in the narrative.

Z’411*1 our opinion, there is a startling similarity betweenm
incessantly tabulating an’"emploi du temps' at the heart of Le Voyeur

and the title and enterprise of Butor's novel. We should notice that -
Revel, 1like Mathias, keeps a daily record of his activities. And in -
the same way that Mathiap cannot 'parachever le récit de sa fausse oo
journée' (p. 280), Revel leaves Bleston with his journal incomplete

(and incompletable). ) ‘

SSWhile still on the island, Mathias fears that Julien

will publicly accuse him and that he will be captured:” ''De toute manidre
il était trop tard. Le jeune Julien Marek 1'avait probablement d&noncé

\Jdans 1a soirfe. ... 11 se demanda si 1'on disposait de menottes, dans

1'fle, et quelle serait la longueur de la chafnette reliant les deux
anneaux.'" p. 279. However, much to the readers' (and even Mathias')
astonishment, the criminal easily escapes.
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36Genette developed the.term analepse to define any~action
presented retrospectively: ‘''toute €vocation aprés coup d'un EvEnement
antérieur au point de 1'histoire of 1'on se trouve" Flggfeg I1I, p. 82.
This term is in opposition to prolepse or anticipations in a text

With respect to Le Voyeur, we see how Genette's finer distinction of
analepse complétive or renvoi explains well Mathias' specious filling in
of a major omission: ‘'comprend les segments rétrospectifs qui viennent
combler npris coup une lacune antérieure du récit, lequel s'organise
ainsi par omissions provisoires et réparations plus ou moins tardives,
selon une logique narrative partiellement indépendante de 1'&coulement

du temps." p. 92. Obviously, detective fiction, because of its technique
of omission, makes steadfast use of renvois in its radical deformation
of time or dechronology. '

37Sinze A and Franck do not wish to talk about their journey,
Franck must fill in the silences in the conversation by giving a long
exposition on how one proceeds to dismantle and repair a motor. This
type af eib:f?!ssing digre;sian TEEiﬂdS one of Hathils' padding out the

(Needlgss tg say, A is greatly smusad by Franck s gffarts), "Franck
récapitule 2 présent la liste des pidces 3 démonter pour 1'examen complet
d'un carburateur. Fl s'acquitte de cet inventaire exhaustif avec un
souci d'exactitude qui 1'oblige 3 mentionner une foule d'&€l&ments

allant pourtant de soi; il va presque jusqu'd décrire le d&vissage d'un
&crou, tour aprés tour, et de m&me ensuite pour 1'opération inverse.

'"Vous avez l'air trés fort en mécanique, aujourd'hui,” dit A..."."

La Jalousie, p. 198. For Mathias, this exercise is an attempt to fill
in the void of the crime, for Franck, to complete the gap of the visit.

¥
-

81n his article "Temps et description dans le récit d'aujourd'-
hui,' Robbe-Grillet is very emphatic about the primary use of both the
sense of sight and of sound. Comparing the novelist's art to cinematic art
(as he is fond of deoing), Robbe-Grillet explains the movement from the

' objective to the subjective: 'non pas tant 1'image que la bande sonore

et surtout la possibilité d'agir sur deux sens d la fois, 1'oeil
et l'oreille; enfin, dans 1'image comme dans le son, la possibilité de
présenter avec toute 1'apparence de 1'objectivité la moins contestable
ce qui n'est, gussi bien, que r8ve ou souvenir, en un mot ce qui n'est
qu'imagination.' Pour un nouveau roman, p. 161. And in the author's
description of the narrator-spectator in L'Immortelle (who holds a similar
posture as in La Jalousie), equal weight is relegated to the sense of
sound 4nd the imagination as to the sense of sight: 'un narrateur qui
ne ‘raconte' rien, mais par les yeux de qui tout est vu, par les oreilles
de qui tout est entendu, ou par 1l'esprit de qui tout est imaginé.'’
""Notes préliminaires,”" L'Immortelle (Paris: Editions de Minuit, 1963),
p- 9. .

.\

#
SgThe expression "fllm intérieur" is from Robbe-Grillet,
"Intrgduction,”" L'Ann€e derniére i Marienbad, p. 16.
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nouveau roman, p. 149.

-

‘ 41A more substantial excerpt from Jonathan Culler's argument
reads as follows: '... we can explain almost any aspect of a text by
postulating a narrator whose character the elements in question are
designed to reflect dr reveal. Thus, Robbe-Grillet's  La Jalousie may
be recuperated, as Bruce Morrissette has done, by postulating an obsesged
narrator with paranoiac suspicions so as to explain certain fixations

of description; ...." Structuralist Poetics, p. 200,

2. L ; - )
La Jalousie 1is a prime example of Genette's other type of
analepse, the analepse répétitive or rappel. Figures III, p. 95.

43 .. L L ) . .
- To distinguish between self-reflexive art and mimetic art,

& , vy
criticsﬁg%; the terms '‘production” and "reproduction'; for instance,
it is the title of one of Dallenbach's sections in his book Le Récit
spéculaire and it id the title of Shlomith Rimmon-Kenan's article on
Faulkner: 'From Reproduction to Production: TNe Status of Narration in

i

Faulkner's Absalom, Absalom!' Degrés, No. 16 (1978), fI-fI9.

44 o v o
The phrase 'soigneusement effacé' is from Jean Rousset,
Narcisse romancier, p. 142.

i e
45 '
stressed in Borges' short story — for example, 1in the scene of the
stranger's arrival and in the scene of the dagger fight: '"Recabarren vio
el chambergo, el largo poncho oscuro, el caballo moro, pero no la cara
del hombre, que, por fin, sujetd el galope y vino acercdndose al
troterito. A unas doscientas varas dobld. Recabarren no lo vio mas,

paso firme en la pulperfa.' and ‘'Desde su catre, Recabarren vio el fin.
Una embestida y el negro reculd, .... Después vino otra que el pulpero

no alcanzd a precisar y Fierro no se levantd." Obras completas, pp. 519-
520 and p. 521. :

: 46Jean Rousset's idéa of encadrement relates to the position
of the narrator in front of gﬁé@@r or a windgw, Our term dé&coupage
refines this idea of the marratot's position By=glacing him looking
through the blinds in the window. For him, 1la ¥&e est 'encadrée’, ) 4
for us, la vue est 'découpfe'. See his article ''La Restricti®g de
champ: Les deux jalousies,” in Narcisse romancier, pp. 139-15A,
Rousset's notion of encadrement was first developed in his essay on
Flaubert: 'Madame Bovagy ou le livre sur rien," Forme et signification
(Paris: José Corti, 1962), pp. 109-133. o 4

\

N
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4'The narrator, intent on observing or better still spying
through the blinds, at one point, stops to examine the "jalousies'
themselves and how they operate when closed and when opened: '"Quand le
systdme est clos, elles sont appliquées 1'une contre 1'autre par leurs
bords, se recouvrant mutuellement d'environ un centimétre. En poussant

la baguette vers le bas, on diminue 1'inclinaison des lames, créant ainsi
une série de jours dont la largeur s'accroit progressivement. Lorsque

les jalousies sont ouvertes au maximum, les lames sont presque horizontales
et montrent leur tranchant. Le versant opposé du vallon apparaft alors

en bandes successives, superposées, séparfes par des blancs un peu

plus &troits.” Lla Jalaus;e p. 180.

e

8 C e el . L s e e .
Critics have often enumerated various objects that contain
a 'faille' or break. Jean Alter in La Vision du monde d'Alain Robbe-
Grillet: Structures et significations " (Gendve: Droz, 1966) comments

on a few of these: ''coin de pelure décollé du quart1er de tomate,

félure dans le marbre de la commode, pont-bascule qui coupe 1'itinéraire
et laisse un interstice en s'abaissant, lettres qui manquent dans les
noms des rues sur une gomme, quelque chose d'inachevé dans le dessin
d'une mouette ..." pp. 93-94. However, to our knowledge, the blinds
and their découpage have never been seen as a mise en abyme of the
author's technique of gaps or omissions.

gNouveau roman writers would agree that Robbe-Grillet
handles with a masterly touch the art of découpage. In the film medium,
Robbe-Grillet is also applauded for his daring innovations with cuts
and omissions. However, for many, 1ik€ the French Canadian Jean-Marie
Poupart, the title '"maftre du découpage'" goes to Alfred Hitchcock.
See this critic's disrespectful but nonetheless arresting book on

“detective fiction: Les Récréants: Essai portant, entre autres choses,

sur le roman policier (Montréal: Editions du jour, T1972), p- 19.

s

% The phrase ‘'retour en avant". was first coined by Bernard
Pingaud to designate Robbe-Grillet's anticipations or what Genette vgﬁ?d
come to call his prospections te.off-set his rétrospections. :

lGenette, Figures III, p. 218.

52 . L L . - - ]
The terms '"microtexte'” and '"macrotexte' are Jean Ricardou's.
-

531n her study of Robbe-Grillet's Dans le labyrinthe, Betty

Rahv discovered that the author made incisive use of parenthetical comments,
questions and negations. Also, she belijeves that, confronted with an
ambiguous narrative, a reader will either throw lHEﬁ»thE book in
frustration or become morg.intellectually inspired. See From Sartre

to the New Novel, pp. 101-148.




>4 To impress on the reader that the whole enigma of La Jalousie

surrounds primarily the wife's behavior, the author will gluays follow
her initial with the elliptical point (A...). The hiatus after her
name suggests the unknown and functions as a gﬁp in the narrative.

One should observe that Robbe-Grillet, although often using only an
initial for a character's name, very seldom succeeds this initial with
an elliptical mark in his novels or film scripts, for example, this
type of ellipsis does not appear in either L'Immortelle or La Maison

de rende: vous. N
g

Fskniund Barthes, ‘'Préface," Les Romans de Robbe-Gri

by Bruce Morrissette, P_314!

Logd
s
\'

56Roland Barthes, 'Préface," Les Romans de Robbe-
by Bruce Morrissette, pp. 15-16. .

\ﬂ\
-
-
[
it
L
e

> This expression is also the title of Oswald Ducrot's book
Dire et ne pas dire.

306



7

J L. Borges, 'Preface to the 1964, 1966, and 1967 editions
of Gbrg poética," as cited in Jorge Luis Borges: Selected Poems 1923-

1967, ed. Norman Thomas di Giovanni (New York: "Dell Publlshing, 972),
p.- 272.

L

lTEE'aipressien "poetry of modern Zifg" originated with
Chesterton, ''A Defense of Detective Stories, from The Defendant (1901)
as quoted in Haycraft, ed. The Art of the Mystery Story, p. 4.

For an assessment of DlEkEﬂS' indebtedness to the popular genre, see a
critical text like Ian Ousby, Bloodhound of Heaven: The Detective in

English Fiction from Godwin to Dgyle (Cambridge, Mass.: Harvard Univ.

Press, 1976). , -

zTﬁe detective-biographer must™yltimately resign himself
to an aborted ''quest' or ''pilgrimage' an tarnished portrait: ''Could
I leave it thus and write the book all the same? A book with a blind
spot. An unfinished picture ..." The Real Life of Sebastian Knight,
p. 125. Also, Sebastian, being an adept writer of detective stories,
excelled in his propitious assemblage of reticences: ''the mannér of
his prose was the manner of his thinking and that was a dazzling
succession of gaps ..." p. 35. \\

N

5Régis Messac, Le "Detective Novel" et 1'influence de la iy

pensée scientifique (Paris: Lib¥airie Ancienne Honoré Champlan 71929),
p. 659. , .

“Robert Scholes, Fabulation and Metafiction, p. 218. Scholes'
specific phrase about fabulation reads as follows: ''renewed its vigor
(fabulation] by touching the earth of popular narrative."

[ 3

L

"Eric S. Rabkin's review of Robert Chéi;lgny s What Will Have

Happened commends this critic's dauntlessness for hlgfdls:us ion of the ~——

detective géﬁ}e "Champ;gny is sufficiently brave to treat/'low' ‘art
2 (1980),

with 'high' seriousness. qupgrat;vg Literature, 32,

207.
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