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- : ABSTRACT ' . N

By aéply‘ing the, theoretizcal principles of possible-worla ‘sen_\antics

to selected'Romantic fantastic tales by Hoffmann (Der goldene Topf,
. ’ -
Der Sandmapn, and Die Abenteuer der Silvester-Nacht), Gogol (The Nose
N . .
and The ‘Portrait), and Nodif#r (La Fée aux miettes), a triangular rgla-— -

tionship is distinguished between narrative world ontology, narration,

ahd reader reaction. An analysis of the significant mechanisms of

. ) : ¢

narrative transmission, including various features of fragmentary,
s . .

. . . © ’ . .
ambiguous, and self-destructive narratfon, reveals an effistemological
y .

-~

deficiency phenerated by the very procedures of fént@stic narrative

[

transmission. A range of aspects include_authorial reticence, self-

contradiction, withdrawal of authentication, irénic attitude, fexali-
s ‘ i i
zatidde, and modalization. The construction of ontologically hybrid
\ e - * »
worlds, with imbiquous naffative reality and coalescence/interaction

of ontologica. zones, ‘results from the failure of the nalra;ion to

authenticate the’narrative world strdctures. Fantastic hesitation

can then be re-defined not only as an encoding of permanent narrative

ambiguity, resulting from the refusal of the narration to resolve The.
basic conflict between two ways of understanding story reality, but
also in terms of the real reader's predicament. .(nternal story

probability is subjugated to the external rationality of the reader,

i ‘
precisely because of the indeterminate .status of story events. The

.

relationship between prime and secondary levels of narrative reality
further contributes to the epistemological indeterminacy, by reinforcing

the hesitation link between the indecisive narration and the reader.

’

Since the thematized dualisms of the selected tales alsd provide a
) ' ‘o
necessary pretext for multiple reader conclusions, and. suggest a

iv P
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Chapter One: Possible-World Semantics and the Study of the Fantastic

Most people in our culture would agree that supernaturgl literary

brids are alternate to the natural world of experience, with

A

v;ﬁixception of specifically religious content. To say that
3 .- ’ : .
ftion in a fantastic text creates and constitutes what it

Y Sy

#,
theldesdr
describes is not innovative--the supernatural is not generad precumed
to exist otherwise. It is a “reality" constituted in 1anguage,. nd is

conéequently ideal fof the study of "possible worlds." But such is rot

my purpose in invoking the powers of possible-world semantics. My aim

is to look .at’ the nature of the text which describes fantastic eventsT‘

A}

and not only to question the ontoloqfcal i@glications of those events
{

R ¢ .
as such. :

’,

It is generally acknowledgpé in contemporary poetics since the

studies of Caillois and Todorov that- the reaction of hesitation charac-
L}

terizes the fantastic genre; that is,.that the reader hesitates between

a natural and supernatpral explangtion of story events; and, that fan-
tastic narrative is highly comglex/compared with the marvellous or the
uncanny. Yet the actual events which produre the reaction are not
different from those of the marvelious. Tge real di'ference is* found
within the narration itself, which inf}uences perception. The purpdse
~ of this study is to define the narrative process which encourages the
hesitatioﬁ, not in terms of minute stylistic factors, but by analysing
the maia narrative mechanisms which create world structures. In this
.-way, the structures of worlds found in thevselected stories can he

correlated with a description of the narrative transmission; the forms
. )

of content can be related to the forms of expresslon.
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. P y
Possible-world semantlcs provides a way to answer basic queatxons

about how narratlve worlds are produced,” and about the status of ontcT

logical‘z and levels of reality wlthln those worlds. By meﬁa—

reading we dan establish the methods of fantastic "arrative, and under-

~

§tand the trea t of thosé imaginary worlds in terms of sets-of seman-
tic bp;rations whidh dictate mednings within the rexts. rt~is only
signs which can create a literary fictional world, inciuding the parti-
cular component of the supernatural wlthln that world. K,g;ause of the
representat1onal force of narrative language, words aré ggthnately
transcended to reach the 1mag1nary wor 1d hthh has_been constructed by
—
those words. By taking a descriptive explicative apprgach, and using
the terms and didtinctions estabiidned In possible-world semantics, it
is possible to concentrate on what is specific to fantdstil narration,
and in fact define the treatment of!imaginary Qorlds within the genre,
in terms of narrati eitransmission. The acdknowledged effect of readad
hesitat}on, which i:\BSEZQ\bn pre-theoretiéal intuitions about dual
‘Jnorlds, can be underg}ood i terms of the actual semantics of tne Lexts.

. ) : 4 ) .
Before pursuing this useful and natural progression to possible-world

semantic theory in terms of the analysis of certain stories by Hoffmann,
Gogol, and Nodier, it will be necessary to e€tablish the general context

of the theory, which will lead to an introductory discussion of those

—

aspects most useful in the analysis of fantastic narrative.

l"l;‘ (.

-?1sible-world" “ CL _ N
mcept of "possible world" is now loosely Equated withe"ima-

. i ) : v
ginary situation," although even the term "actual" presupposes "possible." “

The modal logic of possible-world semantics concerns itse&f with all
' \ " »

logically possible worlds; for exampie, possible worlds constructed by
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v
3

conditional or counterfactual statements. Possible worlds exist as

alternat»ves to tne actual world, as pure logical constructs. The -

a . .
semartics of aleth.c modalities, those concerned with the possible,

imposefinle, and necessary, can be interpreted in terms of alternative

. : Lo . . . . /. . .
possible wurlds, with obvious implications for exclting narrative

theory. 2 .o
v .

The term "world" has long been used as an ontological metaphor for
- ) ’ M §

fiction, and the expression 5pr:ssible world" evokes undeniably at.:gr'ac—
{ s ) »

- tive connotations for an. unrestrictive theory of fiction. In fact, the .

theory of possible-world semantics can be put to work to explain\ the

semantic properties of narrative texts--properties which enable the

construction of fictional worlds. As an internal theory of fictidn,
g j

possible-world semantics can focus on a discussion of possible non-

\\ N

a’ctual worlds in literature, and actually define fictionmality by exa-

mining the meaning and truth status of fictional statements. Literary
semantics looks at literature as a source of méanings, ‘which need not
be assigned f:om an external poime of view, but which may be thoug.gof
as "macro-structures of meaning" inherent within texts.2 Possible-
womd seméntics provides a way of explaining what has been done in
r;arrative, without implying authorial intention. It constitute(‘s'\a
th"q}gti;:al procedure, a set of heuristic tools, and a‘nified frame-

work for looking at familjar £s of narrative. Using this theore-

way, comparable
.vyi

tical frame,}ontent can be 1t with in a gystemati
to the ﬂjies of form which Have proven so useful
.,

By deaiing with

B

interpretive position, narrative semantics permits the study of content
'

A

expressed in form, and organized by form.

@

’ > . , . .
content frbm the inside of narrative texts, instead of from an external,

-
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Literary texts are in fact semiotiq systems which construct’possible

-0
.

worlds; or alternately, fictional worlds are semiotie¢ systems onstructed

bl t

by signifying acts. " All worlds are constructed from symbols, or words”
’ ' . 1y ~

Any Qymankgeprétion 1s a wordd-making operation. Every work of liter-

% ; ' ’ : -

ature defines or projects, by meané of symbols, a nonqactual’world.‘
- , ? . ) s
- . . - s
world versions are made to exist only throu :h a,symbolie mean? of con-

o
-

, . , : . .
struction. bubomfr\Doleiel repeatedly refers to worlds as beik] "calledm
N \ ) [ ]
into existence" thr055§ a symbolic system--otherwise there is only blank .

.o

. By — -
Japer or empty.canvas! If we prefer, we can think of writew$ as un-
CL s _
making and re-making familiar world versions, which are re-cast 1n

recognizable ways, but always through symbollc means. The wvery history
of fiction can be traced, inc°terms of the particular means employed and
detectupcle invarious styles, and also semantically by means of the

types of world created by different authors, and in Jifferos jonres

\

and periods. \ ‘
k '\\/\ | ' +
If literary texts ard thougQt of as creating their own oworlds, and
not merely describing or detailing a world already existent, worlds arc
not referred to in a mimetic sense, but constru%ted.J'Thuy are manifest

in the texts——constitu£;§ in the discourse and its reading. The worlds

of stories cbntaiq fictional "facts" which do not pre-exist the narra-

-
~

. L , ~ o ,
tion, but are brought into being through it. Possible worlds are

-

stipulated by the desc?&ptive apparatus employed within an intellé%tual

construction. . .

The premise that literdry texts construct worlds through poetic
procedures pspvidéé a justification for the entire study of ficCtional

semantics, which is really the essential link between the narrative text

’
s

as such, and the fictional world created.3 Wishiin diverse narratives

3 -~



’73-1n‘the real world

there are an unllmlted number of bllltles for the creatlon of

‘\\ ’

1'*worlds, dependlng on the rules observed, whlch d1ctate the arrangement

.

L e

- of the elements avallaole Pos51ble w011ds are constructed accord}ng to

: global pr1nc1ples thelr assembly is’ not random but organlzed based on

I

: adopted téxtual. restrlctlons 4

For DoleZel, narratlve worlds thus have spec1al ontologlcal status
. 'They are determlned by the textual descrlptf'ﬁ, and are both a product
of the text and the bas1s of 1ts meanlng They are autonomous semlotlc

entltles, Wthh are not dependent on. the actual world, even though re—;
_ - LU
o lated to 1t or: parallel w1th 1t They need not conform to the pr1nc1plesf

of the actual«world.S” But vhlle the coherence, causalltyp and back—

' grounds of flctlonal worlds may well becdlfferent from the way tnlngs -
': work in the actual world there~w1ll always be- some degree of conceptual
: E 2 .

-'.greader dependence on the factors and features whlch we regard as actual

R
»

s

Before launchlng 1nto more concrete semantlc con51derat10ns of

__materlal aspects of flctlonal worlds,‘whlch relate in partlcular to fan~ e

-

‘.tastlc narratlve, it w1ll be helpful to establlsh seme of the theoreticalv

¢

) semant1c cons1derat10ns of fornal aspects Wthh are ba31c to poss1ble—

) T
world semantlcs

@l

”Truth, reference, and- modallty in poss1ble worlds j' S

W1th1n a formal mode of dlscus51on, a work of llterature rs 2 serles'

g'of prop081t10ns Wthh deflne a p0851ble world Wlthout the propos1tlons ;.;-

'.no world can' ex1st Propos1tlons are formulated to descrlbe - state of

.affalrs Truth becomes a functlon from.prop051tlons to’ pos51ble worlds,

Fnd the notlon of truth 1n a world becomes operatlve A set of "true"»,pfwlf

propos1t10ns descrlbes the state of affalrs w1th1n a pos51ble world, and ;fi‘"c

.
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[

~hencg dgfi&es‘that world. . Conversely, OOSSlble worlds are the places

) where propositionsdtecome.true: Wlthln thlS theoretlcal framework, ve

"can~differentiate'between trne and falSt proposltlons those w11c}

e

f-accurately descrlbe the state of affalrs are’true Because we’ do not

con51der prop051tlons as corxespondlng to’ an actual state of affalrs, we.

-no longer need Lo categorlze them all together, or,to looh for referencea

LI

Mvto the real world SR f'”yﬁl ‘

A bossible world thus’ equals an 1mag1ned state of affalrs where a j"

‘set of propos1t10ns is satlsfled or 1s expressed by a set of relevant

\.

”prop051t10ns Each world ‘is- characterlzed by a Qartlcular state of
' o

v
affalrs whlch 1ncludes a set of rnd1v1duals (what we can refer to\
' L*"”.

'a.d e1r properties (what we can say about them), relatlons, and rulesg‘ -

N

--and regularltles Ind1v1duals which embody a state of affalrs are part.,

aof that domain, and "ex1st" in that context There 1s no llmltatlon on - -

«

what may be the state of affalrs, and any cqmblnatlon of factors may be -
' changed between states of affalrs, whlch are changed by means of hap—

' ‘oenlngs or actlons Wthh the agents arercapable of performlng A serles

[

of happenlngs or actlons constltutes a ooss1ble course of events Nar—‘

’ v

ratlve then becOmes a. succe551on of states of affalrs, Wthh 1nclude 11 -

—.._

'h, relevant propoS1t10ns w1th a capaclt' for change in truth value

N ,<; . . +

When we say thatva prop051t1 n 1s true if the fact Uthh 1t denotes
is true in. some pos31ble world, we realize that every statement is. true
v'or false ln a glven world w1th respect to a frame of reference or
v.system of descrlptlon " What may be true 1n the socrafly accepted or _‘
g standard Vers1on of the real world 1s of no d1rect consequence in f1c—~

tlon, because thq‘e can be no truth by reference in a fictional world,

where the very structure of that world is an 1nten51onal obJect ’ Sincey“

\ ',
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 the 51gns used in llterature refer to poss1ble non—actual worlds, and
pcc1f1cally construct these worlds, they can . only "refer" to those
'worlds constructed, and not to any'”real" world Thus the crlterlon of

-

truth and ex1stence 1s relatlve to-the 1mag1nary vorldB 1n questlon
- The very notion of truth wfll depend on the world where applled and the o
.same prop051tlon ‘may change 1ts truth value dependlng on whlch world it |
is related £o.. Truthtln flctlon can- only be Judged accordlng to inner -

compatibility, not by correspondence to the actual world Obv1ously all'
truth in. narratlve Ulll depend on the authentlcatlon procedures employed'
.'w1th1n the dlscourse, and 1t is necesSary to 1ntegrate the phllosophlcal .

problems of - truth into an understandlng of ‘how meanlng is produced and

pnderstood 1n narratlve texts.

Narrative semantics‘is the Study of narratlve structures——the or-

,‘world Will'be—ewhat‘klnd of,actions will be.possible. Only w1th1n
certain nomms can oertaln story structures be generated vAnchoring his -
study in the abstract models of loglcal modalltles, Dolezel'has‘evolved

. an understandlng of narratlve modalltles as ", ,global rest:actlons
1mposed on’ the poss1ble courses | of narrated actions.. ‘6 A modal system .
. of constralnts deflnes the flctlonal world, Where.some potentlal narrated
actions could never be adm1551ble‘ As semantlc concepts, modalities‘are..
b_rglated,?ldsely to story actions, and tan constltute global constralnts ;&
'ontrolllng‘a whole sequence of actlons.f Just as human belngs act and
1nteract w1th1n a modal system of constralnts, S0 any sequence of nar—

.rated actlons 1s also structured under the control of narratlve modal-

. 1t1es. The way a story coheres and progresses depends on'the_one'(Or



',”more) modal svstem(s) 1n control Doleiel has 1dent1f1ed four modal

systems w1th appllcatlon in llterary narratlye alethlc, deontlc,

~

8
~axlologlcal, and.eplstemlc.

TYpes of ooSsible worlds: the'alethic dimension' ) o e

Only the alethlc type of world is of part1cular 1nterest to thls :

study, prec1sely because 1t deals with questlons of exrstence——what 1s

)

poss1ble, 1mp0551b1e, and necessary The’alethlc world permlts a dls—

S

tlnctlon between the natural and supernatural, as found in the fantastlc '

genre. The modalities of,nature control the natural domaln, in terms of
.;,what is‘possible; impossible, and necessary,.including natural.events
'and.the-activities of agents. In.the.supernatural”domain;.the‘rules of
nature are invalid: in principle,’everything is possible; although in
indlvidual literary works‘limitations‘are always imposed. "The redis—
trlbutlon of alethic modalltles constructs the supernatural'world and

at the same time, descr1bes 1ts relatlonshlp to the natural world they
former is a modal transform of the latter."g‘ In thlS’way, flctlonal
worlds may be m99551ble p0551ble worlds—-lmp0551ble with~ regard to the

actual world and "...w1th respect to the very conceptlon of uhat is

comggsslble drawn from the logic with whlch we speak of the dctual

world."10

- The questl - of d1stance between the. actual world and thc frame of

)

reference of the imagined world becomes central to semantlc enquiry

, B
leference can be measured, because a frame of reference must be con-

structed by the reader to match the flctlon, and this can‘i# a more or

O

less~labor10us Operatlon. A text's frame of reference 1nvolves the'

-

state of affalrs of the p0551ble world determlned by the modalltles’

dlscussed, and somethlng which. Thomas Pavel calls "the "general quallty"
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'-of that’world.v Radlcal d1fferenc€s from the actual world w1ll neces- -

k4 < . P

:sltate more reader erfort, and even elaborate pretendlng 1 Greater

{

v”.[ thtorlcal or cultural distance nece551tates more exten51ve reader

- —

effort. Fantastlc tales always requ1re con51derable readér adJustnents,

3
“ ’

'i 1f the content is to be. truly a551m11ated Fantastlc texts are not '

3

”'"frlendly" in Pavel s terms they do not assist their readers to orlent
']té9mSElveS wlthln the flctlonal world The famlllar styles of most =

- fantastlc tales do not seem to max1mlze dlstance between the 1ma91ned 1
-u_and the actual world, /o these styles do not encourage reader acceotance
of the states of affalrs presented , Instead they are sometlmes even '’
provocatrve, and help to promote amblgulty and confu51on Fantastlc
texts create pUZZlES, advance 1nadequate hypotheses, and encourage'per-

: 'plellty and he51tatlon The very nature of the 1mag1nary world is never _
:fully deflned 1n fantastlc llterature, because the narratgr 1s nevér

' qulte sure of his- ablllty to make sense of the events w1tnesseé>sr[re— o
‘vcounted' Whlle the most remote or strange sltuatlons seem to be 1n—h' )
-tlmately dlsclosed, what seems famlllar can become suddenly alien and

' beyond routlne conprehen51on T ' A

W1th1n such a oestablllzed world actual con51stency and coherence‘rh_k

may be mlnlmal - Even outrlght contraolctlon may be present in any fic- ' o
(' :

tlonal p0551ble world -and may render &onrld "1mposs1ble" or erratlc.12

_Certalnly the routlne reader commltment to coherence w1ll not help us. to
read fantastlc l1terature. Accordlng to Maltre, coherence 1s 1nternal
to the fictional world although not entlrely 1ndependent of external “

actual world coherence}cr1ter1a. There are dlfferent coherence crlterlai‘ﬁt
l ’ ) ) . B
: for each genre, and -the criteric w111 be acceptable to the reader in

correspondence with ey“ectat1ons for,a part1cular genre.13 In literary ‘ '
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' texts, individual objects and events seem to have cause.and effect rela-

”r'tionships (as'injihe real'wdrld)——predictable interaction is“antiCipated,

'on the ba51s of what has been established in the text Butzit 1§ not

rt' Cu

R
required-that the necess1ty of the actual world be in force——laws of -

nature are eas1ly replaced by a text's own inner coherenee,and plau51— v
\

' b—ility.14 In the final analy51s, a fictional p0551ble world may well ‘be

ambiguous and incoherent, or even logically 1ncompat1ble-—that may be

its nature. The very structures of worlds w1th1n a work may be 1ncom—
T - \ N

patlble, SO that the typical ten51on of the fantastic tale can be

: Ly - S
vcreated , o . : _ A *p

» ‘g“ - . ' ’
These con51derationS“of formal aspects of flctional p0551ble worlds

have led to the formulation of various categorical typologies, which
2 :

involve descriptive semantic con51derat10ns valid distinctions'have ,,

.

beef made by con51der1ng differences betwe%p the statesbof affairs in-
place, different governing modalities, and differences in the manner of
. presentation of narratives. W1thout detailing the findings of these

studies, we can now examane some of the theoretical semantic con51der—
k i

. , S N - :
ations of material aspects»of pOSSLble;worlGS'which form the_very,basis
: ST = - » _ o L oon BEL VR S
of such enquiry: ontological perspective and zones, and levels of reality

~in terms of primary/and secondary narrative worlds. o o

Every work of llterature has a certain ontological perspective WA ?

- mode of being or ntological status is represented, wh1ch is more or

less different from that of the real world. Some fictional systems do M

not conform to the routine laws of real llfe, but 1nstead eStablish

their own 1nte nal system of reality qu1te separate from what we may
consider to be routine, everyday, or "probable" experience.' By looking
—-

at the natur of 1nd1v1duals and their worlds, we can account . for the



o
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L prooerties of’fictional worlds, including’their complexitles,’and their

+

"laws" of poss1b111ty and necess1ty Ontology concerns\atself with the

O

\]

-

“"ba51c propertles, relatlonshlps, and structures of a world, " 1nclud1ng

I
4"’

the obJects within that world. The ontologlcal perspectlve equals the

-

hy set of prop051t10ns con51dered either true or posslble in a world,

whether actual,or.lmaglnary;- Soc1ety assumes a- domlnant ontploglcal

-

e &

perspectlve for the real world but to deflne a fictional ontology 1t is

)

11

Y

not necessary to con51der the actual world as prlme 1n ontolqglcal terms

therary worlds deflne thelr own ontologlcal perspectlves——are auto— :

nomous, so that 1ntr1n51c laws of poss1b111ty and neces51ty can be con—

,,u

sidered, w1thout reference to ,the contrasgﬁng laws aSSumed to operate in )

-,

.-the real world. Qntologlcal perspectlves are dlfferent for d1fferent

klnds of llterature, and the spec1f1c perspectlves of any work can be.

<

explored The notlon of what'is actual, poss1ble, probable, and neces-

l\ _4

sary is relatlve to the ontologlcal perspectlve of a p0551ble world, and

L
will vary w1th the genre The world of iny work can be defined accordlng

to these aspects, 50 that tradltlonal llterary genres can be re-defined

on a macro- semantlc level of ove:all meanlng, accordlng to the type of

possible world prOJected Correlatlons can be ‘seen between kinds of

p0551ble worlds and types of texts

1tself well to such con51deratlons,

KR

- 8

‘Certainly fantastic narrative lends'

because 1t is pos51ble to detall thg

world structures Whlch result from dual ontologlcal perspectlves

Some llterary works contain ontoloqlcal layers Qr zonos, which can

be dlstlngu1shed in terms of pos51b111t1es for actlon, and access or

1ntrus1on between the zones within a heterogeneous world structure. vWe'

R

¢ -

can dlStlngUISh between monolevel and multllevel ontologles We have :

7seen that a world is deflned by 1ts 1nd1v1duals, thelr.propertie54and '

.
%

&



actions——an entire-state of affairs.- In=some'narrative worlds, the. :
‘

entltles are all of one klnd, whereas 1n other worlds they may belong to”

-

more than one sphere, for example, the secular and the sacred, or the

naturar and the supennatural. It 1s poxslble to deflne both what zones

>

are present (1n terms of thelr propertles and rules), and what the access

1

between these zones is.

Doleiel has prov1ded detalled analyses of dllferent comblnatlons

]

: poss1ble w1th1n narratlve domalns Homogeneous worlds are elther entrre-
Vly natural or supernatural Dual worlds 1nclude both natural and super—
,natural elements in varlousaeomblnatlons, separated by a boundary between{v
the two domadns (the standard mythologlcal world, wlth 1ts llmlted access.
- - between spher.es)gl5 If a narratlwe world con51sts of both a natur;l .and

a supernatural'component, we con51der'1t to be a double alethlc world,
Wthh 1nvolves the redlstrlbutlon of alethlc modalltles What We'con;h.
'siffer "naturally" meos51ble becomes p0551ble w1th1n the supernatural
,COntext 16 Both the natural and supernatural domalns remain fuily au—l |
thentlc, each acceptable by the reader on its own merlts In hybrld

: worlds, the boundary between the domalns is removed, and modal opp051t10n '

(restrlctlons on what can "happen" 1s*neutrallzed between the natural
and”supernatural, which co—ex1st and mtermlngle.17 Supernaturar phenol
mena appear in thebnatural world, so that precise distinctions become .
d1ff1cult In the fantastic tale, which I prefer to consider as a hybrid
world, rather than merely as an ambiguous - dual world, some oppos1t10n be-
tween the natural and* supernatural 1s preserved but the boundaries be— |
come uncertaln and the authentlcatlon of each domaln falters There are
.

two worlds-—two entlrely different ontolog1cal perspectives—-but the ex- 7

. tent of each frame of reference can never be prec1sely establlshed f\'

[ 4
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l e ;

. . . . i .y . » ) _ .-, s .
. second-system Of'reality is_vi51ble, yet Hever fully deflnable.
_ : .

Some storles labelled as. “fantastlc" worg on a pr1nc1ple of as-

r

cr1b1ng a seemlngly authentlc status to. supernatural elements within a -
)

deflnlte two level ontology only to explaln everythlng 1n natural terms
(dreams, halluc1natlon, madness, etc.) at or near ‘the end ThlS may
take the form of the w1thhold1ng of 1nformatlon for a flnal revelatlon

.ch will clarlfy the phenomena conclu51vely, or complete dlsauthent1- ‘
3 e

' catlon by an authoEutatlv‘.narrator . The most 1nterest1ng fantastic

- v [

tales malntaln both the natural and supernatural elements in-an un-

certalnh lndetermlnate status. In works where there is an osciliation
between "could-be- actual" worlds and "could never-be-actual" worlds,18b :
no ontological category can domlnate w1thout amb1gu1ty and confuslon
Sharp“changes in explanation can occur, or there can be a basic narra- -
_tive hesitatién between naturalistic and supernatural-explanatlons..
When(physically impossible events occur--events not possible in any
actual world-ﬂthere arevserioushimplications'for'both the story char- y

" acters and the~readers. An uncertainty as to how to understand events

constitutes the ontological hesitation recognized as characteristic of

the fantaéticagenre. Sometimes‘zt is impossible to decide whether'the
fictional world is ever! phy51cally poss1ble.lg There® ‘can be many "1nter—

pretatlons“ advanced. In the process of readlng it becomes necessary to

N\

adopt different modes of explanatlon, since the states of'affairs are

rimpossible (br are they?) 1n the type of world "usually" presumed and
suggested as valld by part of the narratlve Q‘hesltatlon as to how to :

proceed to understand 1s unav01dable Expectat1ons become altered while

u. P

' readlng, but if a naturallstlc explanatlon remalns poss1ble the problem

of amb1gu1ty arlses Here the reader s own belrefs and aetltudes w1ll



become inVolved, as choices are made. - He w1ll for eXy

14

L .
more or

less wllllng to accept the supernatural

- -

- Since, as we have seen, a'poSsible world is described through a set

,Of propOsitiona, a problem surfaces 1f a story prop051tlon can change s

1ts truth value- dependlng on which nnaglnary world it relates to If it
relates to two ontological zones 1n\two dlfferent ways, amblgulty results

The natural .zone excludes the posslhlllty of the. prop051tlon being true,

’ except perhaps as explained by dreams or. madness If we project .or

"reallze" a second zone where the propos1tlons~can be true-—a super—
nattral sphere--we overlap pos51ble worlds and accept a shlftlng onto-'

ingical perspectlven Events can "ex1st" in dlfferent ways-—as dreams or -

'madness or drunkenness or w1th1n another realm Wthh is not part of the

natetal domain. Marle—Laure Ryan has formulated_thls problem in 1nter~ #:

He‘
esting terms—-ln fantastlc narratlve, the events of what would seem to
be the "actual" narrative world are pltted against the ".. character' ;Jg

8 e
(and reader s) representatron of the general lawé governlng realltyﬁgk

To resolve this. eplstemlc/confllct either the "1mpos51ble" facts;ifst

L]

“be sacrlfuced, or the knowledge—world of the character and read "In
[the latter] case the character modlfles his represen&ai eneral
\
laws SO as to 1ntegrate the contrpver51al facts 1ntof£h~ rld, in
the [former] he expels these facts from reallty by con51 '_them.to

o

the alternate world of a dream or halluc1natlon "20 Where thefe'is'such
.

: ch01ceﬁ‘many questlons are‘'not a551gned answers A "dec151on" becomes

£

problemat1c becayse more than one- explanatlon can organlze the events in ..
plaus1ble or coherent ways, depending on the ‘mode  of belng assumed to he

1n effect In the most "difficult" fantastlo works, the reader‘may haye

to settleyfor permanent'hesitation\and uncertainty. To force,any

®

-~

.
]

¢



, unequ1vocal explanation would- be to v1olate the Splrl‘ of 1nstability

15
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V. [
1nherent in the fantastic work.

A

Levels of reality:'the dual-structurezof narrative

. b
The ontological compleXity«of fictlon in general, and the fantastic

i
genre in particular, is not llmlted to the structuring of ontological

, perspectlves 1nto layers or zones. The question of levels of reality

must also be'Considered in'terms'of an opposition. between a prime narra-
4 . ,
t1ve "reallty" and, those of the characters within a story "In any nar- .

<>

rative, there is a basic level of reallty established in which some

prop051tlons are true.andrsome are false, As we have seen, we can dis-
' +
—
tinguish truth because those prop051tions not true ‘do- not. describe .part

[ 1
")

of that worid. What the reader comes to view as the "real world" of the
narrative is comprrsed of manifestations' the current state of afﬁairs,
- e

relevant and revealed previous states of affalr:l and the apparent "laws"

‘s

g

" which serve to llmlt what any future state of affairs. ‘may become In

'U

' Ryan 5 terms, there is"a factual domain, or an actualizable domain for
the|fifure. This world is "natural" for the characters, and is- (at

least in—traditional fiction) authenticated by the narrator This

L4

“actual" world is regarded as real by the characters, who relate to ;t

in the same way as we relate to ourireality The reader sees and expects

thlS process. The author dellberately makes this world secure and

"real C a551gn1ng 1t a pr1v1leged status Zl The basic reality of a

v

,tradltlonal narratlve 1s constracted to be "true"—-otherw1se ‘the routine

»
s

.process of story telling 1s£;pbverted and standard reader expectatlons

denled, as in all "unreliable"-narratlon, and in particular in fantastlc

and postmodern texts. Even though the ba51c story reality is a mere
r - o
creation of the author s 'mind, we read it as autoncmous and true The

AN
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portant in fantastlc flctlon

potential lack of authentication of basic narrative reality will be

SOl

discusSediat length as a.central concern of this‘stndy, but firSt‘a 160k

\

at the nature of the dual structure of narratlve w1ll establlsh the

notion of the secondary or_trelatlve" ‘worlds whlch are espec1ally 1m— Q}o

‘o

There are, 1n any narrative, two dlfferent degrees of reallty a

prlmary narratlve world def1ned by the narrator, hhlch has an absolute

"or autonomous ex1stence, and whlch constltutes what "really” exists in

T

the 1maglned world and, secondary narratlve worlds whlch e\lst throdﬁh

the mental acts of characters. 22 These secondary levels of reallty in-

-volve the prlvate worlds of characters, may have a perspectlve radlcallv

: dlfferent from that of . the narrator, and w1ll be more or less dlStln—

.

‘ f
. guishable from what the narrator 5ayS. Slnce the characters are also

3

engaged in creating worlds—-building their own'modal-svstemsé-there can

be numerous relatlve worlds enclosed w1th1n ‘the basic or ”absolute‘l nar-

fratlve world. The reader must link any secondary world to the prlmary

one, thrOugh an 1ntellectual,process.of decodlng the correspondence ¢

between fictional structures 23 Thls process is not without the hazards

of possible. resultant amb1gu1ty-—the typ1cal problems of dlverse ”lnter-

pretatlon" often stem from the incorporation of narratlve events 1nto

’

“the wrong level of reality.

——— ; ) * ’ . ' '.
The very term "actual" becomes relative, since the characters cer-
tainly see their own worlds as actual.' Second level realiticg creste a

B : : : : ; : '
problem of perspective and ontological indeterminacy, as -the characters

look at "reallty" w1th1n.a flctlonal world for example, the characfers

’ '.r .

of fantastlc tales may not be able to tell the dlfference between hallu-
/ B

cln%flon and.reallty. As Ryan p01nts out, the reader has a pr1v1leged

-



‘position over that of the characters; who %do not have a complete know-
ledge of their own "actual" wOrld! They base‘their knowledge after all
on thelr own "emplrlcal" exper1ence.24. They create representatlons of . '

the ba51c narratlve world “or ldeallzed models of that world, or mental

\

worlds which are alternate to the "actual" world of the narratlve Ryan
'has studled these aspec in- detall and has establlsheo a typeiogy of

. P @»
relative worlds _epistem\c or knowledge—worlds, which may be 1ncomplete,,

o gorrect, or otherwise i ompatlble with the basic” narratlve world
X

1ntentlon—worlds, model worlds of‘w1shes, moral values, and obllgatlons

)

'whlch represent the narratlve universe "as it ought to be", and, alter--
nate universes, which are mental creatlons These pure 1nventlons of

‘the characters-—dreams, halluc1nat1ons, 1llus1ons gantas1es, games of ',

o [
pretense——are all flctlon composed. by the characters and created through

I

. ‘statements counterfactual with reference to the prlme narrative reallty
These alternate universes" become systems in themselves, qulte separate

‘ from the "actyal” world of the flctlon 25 If ‘the narrator does not
4 .
_ authentlcate these worlds, the reader questlons whether the v1ews of the

. characters are those of the work--in fact, it may ‘become dlfflcult to

even know what "happens " The interaction between story "reallty" and

what- lS@CIEBted in the mlnds ‘of characters Can become problematlc, since-
"i‘w j“ l:' ’ ’
?@Lsecond le&el flCthnS can be prOJected onto the ba51c story actuallty

-prec1§eﬂsystem of relations between the "actual" narratlve world and
i \Jﬁ% %d . ’ "

the rd&athe worlds may be obscure. In looking at fantastic'narratiye,
“

it will be possable to determlne how the borderl;ne between these systems
{ P

becomes distorted through narratlve transm1551on, with the result that

- narrative truth can no longer be evaluated 26“,

~ S
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Possible xorlds'and the reader _ e . ,.Af -

readers can be recognlzed, w1th a view to evp051ng one of the most. essen-~-

.proposltlons whlch represent a state of affalrs,,plus fﬁpllClt meanlng o

a context

: Hav1ng outllned some of the sehantlc con51deratlons of the{naterlal»
- 1 ‘ '
aspects of narrative p0551ble worlds, wlth empha51s on tne condltlons‘
P

’ found in fantastlc narratlve, 1t w1ll now be useful to look at the rama-

flcatlons of these aspects 1n pragmatlc terms Cognltlve strategles of

P

“tial of world—creatlng Drocedures- authentlcatéon It will be poss1ble

to determlne what klnd of narratlve operatlons bUlld a fantastlc text

- b .

b

- contalni klnds of aspects that)we have already,lsolated§ first d?

f

-all by establlshlng the essentlals of readei\response when confronted

- with fantastic llterature. o | B g

Clearly the trutH_value of a: prop051t10n depends on the sources of

1nformatlon found in a, text. ‘There are a llmlted number of expllc1t

. - R

whlch the reader recovers from the semantrc structure through 1nference
and "fllllng in" of textual gaps w1th the help of gtlerally prevalent

bellefs and genre conventlons Unless blocked py tht story, 1nterpre—

'tatlon and word- constructlon through fllllng of 'gaps will be routlne

. e
DoleZel explalns that such "1mpllc1t" meanlng 1s no less obJectlve than :

-

"expllc1t meanlng, even though it 1nvolves presuop031tlons .and/or infer- -
3

‘ 7
ences, because it is 1"recovered"“from the textual semantlcs 2 Secondly,

\
as Fellx Martlnez Bonatl p01nts out,” llterary conventlons are 1mportant

to the entlre readlng process, s1nce literary works. always remain within

<

—...\ L] —s\
llterary tradltlons and expectatlons. The narrative— o

descrlptlv septences do not stand alone. There is always an external
- »

llterary 1nfluence on reader reactions which helps to evoke a system of

7 .
f1ct10n 1 reallty 28 Thirdly, we- use reallty 1tself as a ba51s for
) , R :
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understandlng flctlon——we use what we Know about the real world to
) S ¥

assess both f1ct10nal statements and 1nterpret1ve statements about

vflctlon AdJustments are only made 1f they cannot be av01ded Ac-

'cordlng to a prlnc1ple of m1n1mal departure, ve reason about truth in
. ; l
f1ct10n from a background of well—known facts Inferences are, nade as

.y

- we. read flctlon agalnst the background of . the actual world, as ve know ‘

‘i-lt.' We. hold flxed the features of reallty Wthh do not havjpto be
L changed-—no gratultous change 1s presumed 29 We presume truth, 1f there

v

HlS no1apparent reason to see somethlng as false.“ ThlS natural tendency
ertowards the 1nterpretatlon closest p0531b1e to the reallty w1th Wthh we

j‘are comfortable——sometlmes called "natural1zatlon" 1n terms of the actual

7world——1s cha&lenged 1n the "1mp0581ble" wprlds of fantastlc narratlve.

e

“.fReader ewpectatlons are a maJor factor

Somethlng whlch radlcally contradlcts the reader s prev10us know—_x'

'-:ledge and consequent assumptlons beCUmes dlfflcult to 1ntegrate 1nto any

/

vset of prop051t10ns. we do strlve as readers to see worlds as coherent, ‘f
T "» _— - L
-1:un1f1ed, and even "economlcally" arranged 1n terms of obJects or entl—

l

" tles. We are in. fact w1lllng to gnore mlnor dlscrepanc1es, such as’

’"te\tual 1mcon51stenc1es, 1n ‘an- effort to approach a flctlonal world
: . \, N

‘C'We seek out what seems 1ntelllg1ble Accordlng to Maltre, we: sometlmes
}even relegate the 1mposs%ble elements to the perlohery, 1n order t@' vff??w"

{

vfac111tate the 1n1t1al sense—maklng operatlon requlred to approach a.
8 'text on a b351c level 30 Textual 1ndeterm1nacY maxes the naturallzatlon |
. process more dlfflcult If ‘the pos51ble world refuses to be."natural-

s

.1zed " the reader may reJect 1t outrlght, or adopt Colerldge s pr1nc1ple

»‘ﬂOf the w1111ng suspen51on of dlsbellef, or perhaps re—adjust hlS own Jf |

v 1nterpretat10n of what may be pos51b1e even in ‘the actual world 31}y’,,



Because coherence is always‘sought w1thrn the‘senseemaklng process, vhen |
confronted by the 1ncoherence of an "1mp0551ble" flctlonal world, a
,lreader Wlll seek an- explanatlon whlch renders the te\t 1ntelllglble

Since th1s 1s not p0551ble in terms of some llnklng w1th known "actual"
'llkellhOOdS, 1t may be,necessary to allow an explanatlon whlch ‘could
never be acceptable in the actual world. 32 Even then,  extreme lmpll—f L
_ catlons can be 1gnored by the reader, partlcularly 1f they threaten to y
render the work nonsen51cal The authors of fantastlc tales phgy with
hthls very process, know1ng that the bullt 1n textual amblgulty will

’produce results~—pos51bly 1ncrease reader 1nvolvement ‘and/or apprec1a—

‘tlon There is an element of provocatlon in fantastic narratlve

.A reader erpects’to usejhis imagination.’ whiie he may:not believed;
in the content of the story, he 1s w1lllng to temporarlly accept state—
,ments and to play the "game of make belleve," espec1ally 1f he feels,

_somehow "1nvolved" 1n the story /—Bnt whlle he 1s w1lllng to accept
_ 1llu51on, he also e%pects hls 1mag1natlon to be governed by the structure
" of the textual world He normally expects an inner- coherence whlch w1ll

L] ¢
-;fa01lltate hlS lmaglnatlve 1nvolvement in a. sequentlal unfoldlng process.

To what extent do fantastlc texts "block" routlne reader 1nvolvement and
o reconstructlon of an 1mag1nary world° Is'an 1mag1nat1ve act1v1ty paral—b
°lel to that of the author demanded of the reader in fantastlc texts?

,How open to explanatlon 1s the 1maglnary subJect matter° Reading<does‘
1nvolve sequentlal response. Attempts Wlthln the 1nternal narratlve
structure to deny clarlflcatlon of basic narratlve events can only under—.
mine the reader S ablllty to "1nterpret" 1n a routlne, systematlc way.

fIs 1t p0851ble that we read fantastlc llterature differentLy’- We may

»}'actually agt1c1pate the exce851ve deparbures from the expectatlons of
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- the actual world~ in order to make con51stent sense out of even the most Vo
strange state of affalrs. Because a narratlve system can be ‘assumed by

 the reader, only to be overturned by the fantastlc turn of events, much

more reader effort is reeulred than 1n more reallstlc texts

' Possible worlds and modes ofrnarrative transmission
The he51tatlon .which a reader feels when processlng a fantastlc
story is not a personal, selglgenerated feellng, but is rather created\
by the mode of presentatlon of the p0551ble world w1th1n the text It:
" is a text-dependent he51tat10n,qupch results d;rectly from textual
gglty and plurallty of meanlng Reader expectatlons on’ the bas1s of
narratlve assertlons also constltute a part of the flctlonal world
There are a varlety of poss1ble worlds p051ted by the reader as a text )
progresses, accordlng to 1ggical implications.. These worlds are bUllt |
,up w1th reference to the use of propositlons Wthh 1mply a certaln world
What the narratlon 1ncludes and excludes serves to deflne and llmlt v; |
respectlvely what the fictional world can be. 33 Reader adJustments and
replacements are made accordlng to-textual cues, and  the encouragement
prov1ded by the narratlon.34' As Pavel explalns, all pr0p081t10ns must

i be- accepted by the reader as, true w1th1n a p0551ble world and 1ntegrated

1nto the already extant set of prop081tlons, some of Wthh are already

known by the reader ThlS dec151on to accept must. be based or the sense'

Al

~of llkellhood that the prop051t10n longs, and will depend on what .

: authentlcatlon is offered 35 Thus based in narratlve-descrlptlve asser—
“tiOns, the reader S expectatlons as to what is pos51ble take shape.
. When somethlng "occurs" Wthh does not . seem to belong in the frame of

expectatlons like a supernatural event, the reader must re—evaluate hlS

assumptlons about the 1maglnary world .and perhaps. modlfy hlS response
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on the basis of “"current" textual assertions.. The nature of these‘ £
assertions will detqrmine what the reader: is able to accept and conclude.
: ‘ | aer- 1s a , _ na

‘If.the‘narration'has been'matter—of—fact and logical, then introduces anu.

(be "steered",accordingly. If the narration refuses to»proVide‘clear

A\

"unusual“ prooosition, the reader is faced withba'dilemma Does he L:

~

belleve the new "fact" as part of the alreadv eétabllshed sct of propo--

' 51t10ns whlch descrlbe the p0531ble world of the text, by "naturallz1ng"

N

the unusual, or does he reallze the emergence of another ontological

.

zone where the proposition will more'properlyfbelOng? How ‘ho responds

depends mainly on the authentication proyided by the narration—-he will

(

-1ndlcatlons, it can be sa1d to he51tate between two p0551ble 1nterpreta—

tlons. The characters may also he81tate and equlvocate, nxtn the result .

._that no flnal dec151on becomes p0551ble for the reader. Thus 1n complet‘c

onto’ogles, where the dlfferent zones are regulated by laws 1ntompat1ble

w1th.each other, the reader is prevented from der1v1ng a coherent flnal T

: meanlng through eonventlonal narratlve decoding procedures There is no.

~overall pattern to unlfy fantastlc narratlve, whlch(establlshes a per-

manent he51tatlon between two alternate organlzlng pr1nc1ples The

;'ultlmate degree of loss of 1ntegrat10n occurs in the familiar self-

cancelllng narrat;ve.

v‘1 e (‘\

meanlng from the textual semantics of fantastlc narratlve is pEObleatlL,
' and is in fact Hindered by the ontologlcal layerlng and levels of reath[ v

" The dlscﬁepanc1es among these various worlds result in the recognlzed

hybrld construct1on,-rargely because of the lack of authentieity for the

_account whlch is- produced w1th1n the actual narratlon - The p@@blemS'

v

whlch the reader encountérigare crea:ed by the narratrée grocedure, and
. A" S

T q = v \. .
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it is these operatlons of the narratlon which can be studled w1th1n a L
: €0 '.:
cohtext of genéral pr1nc1ples of narratlon, to develop an understandlng .

: ?
of the authentlcatlon,ano dlsautnentlcatlon performed hy the.narrator ;;:

n

of a fantastic tale.

The first factor to con51der with regard to the authentlcatlon

'prodess is. the type of narratlon -It/has 1ong been recognlzed)‘and B

recently upheld throughout the studles of Dolezel that thlro person,
past tense, anonymous narratlon constltutes the lmpersonal reportlng

" voice of a narrator who speaks with authorlty, and whose speech acts
cohstltute the world they represent ThlS kind of narrator's speech'ls

, "true" by deflnltlon because it prov1des the only narratlve facts that
exist. It ,Leates a world.whlch does not pre—ex;st, and Vhlch muSt:oe
accepted a- true. Certainiyfif.the reader introduces‘an idea'cOntra—c
’dictory to this "truth,"’it wiilibe.conSidered'false.' Omniscience may, ;'
lend a more compiete authority, although a Limited pointkof éieu can

 seem equally convincing if‘"documented.“_ Shifting points of view

undermine authority.

: A first=person narrative; on the.other hand; Can'oniy create a
relagkvelx authentic narratlve world where the narratlve facts are not
.absolute. Such narratlves are really spec1al bellef—worlds of the nar—.
: rator, radlcally 1ncomplete because llmlted to the point of view of-a
part1c1pant, witness, or mediator, without access to the mental processes

: ) . . ' ‘ \
- of the.(other);characters. A personal narrator involved in the action
does not create automatically a narrative domain, since his declarations
cannot'be presumed accurate in fact, the‘reader is more likely 'to

assume that hlS world is 51m11ar to tho§e of the other characters. Thebl

oactual speech acts in flrst—person narratlve can generate a greater

v

) ’ . . . . .

[
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~ authentication for. the'propositions if‘*broofs“ and sources of informa- .

o

tion are prov1oed ﬁAuthorlty wlll vary accordlng torthe devices dsed to

’ organlze the "facts"é—lt must be establlshed and Justlfled 'Unl\ke in®

»thlrd person narratlves, authorlty is not guaranteed by conventlon

\.’_

- ~.

_Thls authorlty is based in the- narrator =3 pr1v1leged knowledge, whlch 1s

«“M

7,var1able from narra fve to narratlve, and even w1th1n one storv ‘Nar-

.

”,ratlve dev1ces limit the ehtent of knowledge ~and 1dent1fy 1ts sources

- m

, If these are mlssrm@% the authorlty will be undermlned Some_narrators

\

'feven refuse tQ deflne Ehe—llmlts ofvthelr knowledge.

iy o e

',. pe¥ce

These types of narratlon can* be analysed in fantastlc tales in order

~to determlne the resultlng senantlc authorlty glven the varlous story

‘componen%g

LThe conventlon about the ablllty of a th1rd person narratlve

'F.'-

. to create a narratlve world reflects a reader understandlng of tne very .

.

_notlon of.authentlcatlon authorlty, which is seen as an expected }equire7

ment of narrative, and.a basic part . of narrative structure Since these A'
¢ v .ot

» © e

- very narratlve procedures spec1fy 1mag1nary worlds, they are authorita-

t1ve of necess1ty and by conventlon. Such narrative statements .are

"true," arid the events descrlbed become part-of the flctlve world auto—

matlcally and unquestlonably, as opposed to character statements, which

-'are not defmltlve.36 We normally egpec ‘a narrator to be. "obJectlve"

and "tell the truth,” and ‘trust less in the words of characters, from

whom.we eXpect subjectiye views. The "cla551c" narrator is authorltatJve ;
and rellable——he can be trusted, by l1terary conventlon' Thus narrative-
descrlptlve assertlons of a "ba51c" narrator are thought to possess the.

- .-

value of truth, even 1f they would be absurd in the real wqud' As part '

" of the flctlon, whlch deflnes fer itself what is p0551b1e, absurdlty is

-

fully acceptable We must always remember that we do not speak of ”true,

‘a : . M



" £0 life“,in fantastic litérature. AnyQStatement.can be true if it is

-3

R
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‘told 1n such a way as’ to be authentlc W1th1n the text. The wildest_

f

e s

statement by a thlrd-person narrator (oraa f1rst~person narrator whd has *

\ assumed authorlty) could seem perfectly true, unless he proceedsgto

tspec1frcally undercut that truth value._ It is the specrfic propertles of

" the narrator s (or characters ) speech acts Wthh determlne how the,

statementsvare,received}‘.from*the most objective'narration, to the most .
€ rece S Rl v OPIEERAVE aTak o

~ subjective character speech, it is the precise methods of authentication

7

R which will influence truth‘value.andrstabilize the'relationships between

"ontological layers and levels of reality "In a standard mythologlcal

world both the natural and supernatural zones seem authentlc if they afe

1ntroduced by a rellable narrator The descrlptlons of both worlds main-

i

'taln the same sense of authorlty, so that we- can conclude that ‘the narra-

tor is rellable and fully authorltatlve accordlng to narratlve conventlon.

But such is not the case in amblguous fantastlc narratlve, where obJect-

»~!1ve narratlve truth values are lost,®and it 1s only by analy51ng spec1f1ci

rprocedures of fantastlc narratlon that an understandlng ‘of - such narrative

: ,worlds can be developed.'\_ S L St .

v ‘ . 0 o
v////;;\thus see that it is not-only the kind of WOrld which'fantastic .

narratlve developsL_but the manner in whlch this sort of world" 1s pre—

«

sented, which glves ‘the fantastlc ~genre its special quallty The manner . -

of presentatlon of the state of affalrs has a direct influence on the

)

, stablllty of the flcti%nal world. 37 Narrative descrlptlve assertlons ;

&

Wthh are not altered by anblgulty and.are not self contradlctory permlt

‘ .
a stable world to evolve. Dolefel hasgmany references in hlS studles to

the,process of authentlcatlon The flctlonal "facts" created. by the

AN

narrator bring the story into being and deflne 1t 1n terms of the



i
'_.authentication'observable Authentlcatlon is needeg for narratlve hOfldS |
to be constructed-—lt llterally glves symbols or semlotlc obJects the

status of a fictional exlstence It is \1th1n the \ery sense of narra- ‘

tlve sentences that we look for authent1c1ty values. Authcutlcat10n is

an 1nten51onal functlon, necessary to the constructlon of . any flctlonal

world. The ex1sténce of ObJECtS and entltles is determlned by - the way
- T -

]
“in whlch they are 1ntroduced into. the text—-by the autlentlcatlon

n

' force 38 Not only what exlsts, but 1ts mode of exlstence is determlned

by authentlcatlon ‘We know what "happens" through authentlcatlon, which ,

4

{
egplalns the existence of flctlonal worlds As Dolezel repeatedly p01nts
dur"n .

out, what ex1sts in flctlon 1s dlfferept f%om what exists in the actual

<

_world It cannot‘51mply be percelved but rather must be determlned by
}
_the procedures of- world constructlon It depends -on how an 1mag1nary

.world is created ang the authentlcatlon functlon, because only authen—
-:tlcated elements can: represent narratlve facts 39' "As a part of the
narrator s utterance, the sentence ewpress1ng the authentlc motif is
subJect to,the formal,.slyllstlc, semantic, etc restrlctlons whlch ‘
determlne the texture of the'narrator S utterance w40 Authentld“elemonts
are identified by textual features which' also dlStngUlSh them from non-

- authentic elements Narratlve facts are llterally determlned by the

form of expre551on employed to tell them, and become»the bulldlng blocks

of an imaginary world; : o o A

It”is not difficﬁlt to\see that the concept of truth'depends on the «
, authentlcatlon whlch explalns-—the "sayso’ semantics"4l-—since a world 'is
,created by "tell1ng" about it. Clearly we have come full c1rcle from

our 1n1t1al dlscuss1ons -about truth in flctlon, because the assertion -
\
made 1n a narratlve Speech. act is not true or false accordlng to a state
[

[ ]
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ceptlons of the narrator's authorltvm Truth values\are a
. . 4&8.-0"; . )
not) to the descrlptlons,lnvolved in the world constrpctlon on the ba51s
[

of narratlve procedures and the very nature of the narﬁa@or.,flf flc—.

e b

9. 'éﬁyy'i
tlonal worlds- are created through pr00051tlons, both‘gggggp ; .
. nm& Py o !

prop051tlons and the 1nten31onal organlzatlon'of sense
- to'any-assessment of truth Because flctlonal'mor&ds are :ffd

conséfucts, where states of affalrs only ex1st t@rough the statenents

. )

made about them, there can be.no "emplrlcal“ truth as in the actual
2
world.4“~ We have already seen that, in a c1rcular vay, the statements;‘

are true in a world, and at ‘the. same t1me establlsh that very world

.

through the constructlon of prop051tlons true in it! The‘notlon of*

authentlcatlon can replace the concept of truth 1n ‘accounting for what

. ’happens in narrative. Accordlng to Dolezel, if we dvaluate narratlve

‘ sentences, we can determme;t the functlon of a sentence within the nar—
ratlve world construction; that IS, those sentences w1ll e "authentlc"
Wthh express narratlve facts and therefore help to bUIld the imaginary )
~world. Textual regularltles are expected. A secondary procedure would ‘
‘1nvolye“truth values——sentences must correspond with- narratlve facts

which are part of the narratlve world (Characters' sentenceS'would be

-

subject to ‘this pr0cedure,) Thus "truth" concepts are subordinated to

the concept of "authenticatign." "Fictional truth is strictly 'truth”

in/of' the conftructed narrative world and its criterion is agreement or ./

disagreementrwith'authenticated narrative facts'."43 We can ultimately
only determine what is true in narrative on the basis of authenticity‘
values found in'the actual words in a text.

TN SR
VN

To 'explore then the semantics of fantastic texts will r.ex?‘lrthe
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process of failure tOtauthenticate, contradictory authentication,iand/or
withdrawal'of authentication. We ha\e seen from several p01nts of view

in. thlS study that 1nformgtlonal elements whlcn represent elther states

- of affalrs or events can only be evaluated flnally 1n the course -of’

. o w,,

: readlng, through a- process of textual conrlrmatlon or contradlctlon 44
‘-All narratlve dev1ces consequently serve in the cohstructlon of flctlonal

'.s;world formatldhs, and are not_gratultous If narratlve information is

i

‘frnﬁde deflnltlve, or 1s deleted\by subsequent narratlon, tne 1ndeter—

uf'mlnacy &ad hes1tatlon of the fantastlc genre will be in force. To study

thls generlc s1tuat10n further with the\tools of poss1ble—world semantlcs :

will 1nvolve an analy51s of the ba51c qualltles of fantast;c naxratlon,
", v

the- proced%res of fragmentary or amblguous rEpresentatlon, and t1e tebh-

'niques of, self- destructlve narratlve A range of‘spec1f1c narrative

;
<. \

" procedures will be»exposed in their capacity to undérmine authority and

produce’indeterminacy‘ The'results of the failure to authenticaté nar-
rative worlds will be analysed in}:erms’og the relation;hio vetween thg

.

factors of narratlve Lransm1551on and the consequent amblguous world

s / N #
constructlon, tentd &ye‘estaollshmeht of_ba51c_narrat;ve reallty, resul-

? 9

tant hybrid worlds, and transition between worlds. A "re-definition" of

~ fantastic hesitation result$ from the study of fhis,relationship.. In

order to fully understand the textual origins of reader heSitgtion, it -

will be‘necessary to examine the relationship be%ween narratiVe trans-
m1551on and levels. of reality, with partlcular attentlon to character

@tween

prlme narratlve reallty and secohdary levels of reallty, d the lﬁck of

i

authent1c1ty, the semantlc factors involved in the relatlon

v
'mutual narratlve support between prlmary and secondar/ worlds\k:%

examlnlng the role of thematlzed duallsms, it w1ll be p0551ble to
gy S Tae : ) , : i R .
R . - o o

)




‘ﬂestabllsh a correlatlon between the authent1c1ty of hybrld narratlve - \77

h MLIldS and secondary revels of reallty, in terms of the actual mechanlsms

o§$ dual reader response In this way, u51ng a modal theory of narra-

. t1ve, Ve can deal with the perple,ltles of - fantastlc narratlve at a ba51c '
;1nterpret1ve level by analy31ng the establlshment*of textual rhformatlon

affectlng the way 1n whlch the reader - can retrleve a (coherent) story 80
' from a text By exp051ng the semantlc 1ndeterm1na“y, ve can 1ook at the.

narrat1ve strategles of fantastlc llterature 1n a newﬁgﬁght “&nd appre— ‘

‘ c1ate better how the actual strﬁctures of narratlve worlds are bur}t, :
Y

llmlted, and compllcated by narratlve ewpre551on/transm1551on.-

~

' -

T . . — (
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' Chapter Two: Analysis of -Narrative Transmission

in Selected Fantastic Tales -

‘ .
7 . . -
. . .

‘Three ta;es by-Hoffmann (Der goldene Topf: Ein Mirchen dus der

, neuen Zelt flrst publlshed as Der goldne Topﬁ Ein Mahrchen aus der

. heuen Ze1t Der Sandmann, and Die Abenteuer der Sllvester Vaé?\ ' “two

4

N

tales by Gogol, in translatlon {The Nose [Nos] and The'Portrait [Portret],

and La Fee aux. miettes by‘Vodler will be analysed in terms of the essen-

~

tial characterlstlcs of the narratlon, which not only dlrectly 1nfluences,

e

but, creates the textual meaning. The two yerslons of both The Nose (SonJ

[A Dream] 1836, and Nos [The Nosa,] 1842) and The»Po}tra%t (1835 and 4842)

will be considered, although references will be to the second editions

E

unless otherw1sé indicated. Standard edltlons-have begf'used throughout,

) 51nce’they are suff1c1ently reliable for the purposes of thls study The ‘

! D

storles will be treated only as fantastlc tales, roughly in accordance

with Todorov's crlterra. ,PQSS1blaRconslderatlons of other qualities .
: 3 .

. which depend on an alternate genre classification will be set aside to

facilitate the fotus of this study. - . . ﬂﬁ

Type and basic qualities of narration

The 1nterpretat10n from the -"inside"” w1ll start w1th the ba51c dis-

4t1nctlons of person, tense, pglnt of view, and narrator 1dent1ty and

. partlcrpatlon in story Der goldene Topf, Der Sandmann The Nose, and

The Portralt are all thlrd person, past tense, technically "anonymous"

narratives, told from.an essentlally;omnlscrent point of view. But ‘only .

The Portrait adheres entirely to a consiStent'point of view (only .

changlng perspectlve within the framed story of the ‘second part) and D

consequently establishes a relatlvely "authentlc{\narratlve world The
- o [ ) R

R 8 -

*



t
other storles ‘violate the expected procedures of *third- per;pn narratlve_

: by fluctuatlng between fully. pr1v1l§ged knowledge and a~iimited point'of,

view. Even though the narrators “tell" more than would ' 'possiblé for '

-

them té\ﬁgow as mere witnesses, trey also 1nterruot thelr own narratlves,_..

. e

| to. underllne %he llmltatlons of thelr knowledge. ‘All df the e narrators

are extradlegetlc, or narrate from a prime narratlfe level * Bove"'the

»
.

-story.45 With the exceptlon of the.narrator in Der goldene Topf, who

becomes 1nvolved in the story’ actlon in the conclu51on (becomes‘homo~

3y

dlegetlc) these narrators - are all heterodlegetlc and do not part1c1pate
k

"~ in the story. The narrator in Der Sandmann does\weke reference to

_ \ o
"know1ng"-the characters. The narrator in the‘flrst—person framed'nar—

.ratlve 1n The Portrait is 1ntrad1eget1c, narratlng from a second 1evel,

' and is homodlegetlc or involved (marg;nally) in the story told about hls

-

father's experiences' The sw1tch to a flrst -person narratlve allows for
a more subJectlve elaborat&g? of the background of the portralt*—a story
" more open to doubt, since 1t§§fnnot be establlshed as narratlve pact 1n

the same_way as the rest of th@;narratlve

-

This particular‘narrative differs however from the other first—
~ : ¢ .

person narratlves to be dlscussed because it does not 1nvolve any )
_ _ ’ o

o+
+

"motlvated" story part1c1patlon, and is consequently more like the anony

© . mous. thlrd -person narratlves. The narrator is not merely a character or

' agent who narrates, because he assumes the pr1v1leged pos1t10n of con-

-,

structlng a narratlve world, even though‘hls authentlcatlon authorlty 1s

-~

- not absolute. He does not Justlfy thls authog?ty, but merely adopts’ s
A3

.

:that of a thlrd—person anonymous narrator in Splte of hlS ljmited point

.0

. of v1ew and rellance on "hearsay" 1nformatlon. Z | ;k.

The flrst—person, retrospective narratlves of Die Abenteuer der'
. a ) -



Sllvester—Vacht and La Fee aux miettes have narrators who a g lnvolxed
in the stor} actlon——autodlecetlc, as protajonlst/narrators.' %ecausc ’
these narratlves are. 1fmlted to the point of view of a story p “ticipent}

~they éan-onl‘ ate relatlvelv authentlc narratlwt norlds, w1thout ao—

‘solute author1ty The frame'narrator in La Fee aux‘miettes is extra-

dlegetlc, wvhile both Mlchel and. the: Enthu51ast are 1ntrad1éget1c nar— - )

< »

'.,rators, telllﬂg thelr storles Vla a second- ltvel dltoourse Th’ furtmer \\\\

<

'.framed storv of the lost reflectlon in D1e Abenteuer dex)£1lwester \acht e

" is then an intra- 1ntrad1ege¢1c narrative, told 1n thlrd— son, past ‘

tense by a heterodlegetlc narrator w1th an oddly limited point of view.

The various levels of narratlon Compllcate a narratlve analy51s

Although The Nose, Der goldene Topf and Der Sandmann all contaln only
one level of narration, the latter does begln with letters, which consti-

. tute aidevice to make the protagonist's childhood eﬁperiences access- -
‘ible and open to doubt, as. in a first-person narrative. The first

’

letter functions like a retrospective flashback story, in which the
protagonist performs as in a'first—person narrative, hié pointﬁof’view
Vimmediately established. The second, letter constltutes an’ opp051te pes—

spective. Slnce there is po external narrator involvement, a° very per-

o

' sonal and subJectlve narratlon results, where no external narrator.
authentlcatlon can be v151ble * (A "dramatic" effect‘;s/also produced'
hecause these_temporqrygespistolary)parrators do not "know" the eventual
~ outcome of their ‘story, as the external narrator‘does;) The Portrait is
_cthosed.of'tWO oarts,‘with_the second auction scene teking place after

s - ! . | 4 .
- the part—ohe harrative. This second part frames the first;person account
before reverting to the more objeotive concigsion in the~third§persoh, . -

with its mild disauthentication. Die Abenteuer der Silvester-Nacht has




Seeves wu Bl LEprHSlDlllty one level, the flrst—person narratlve of

'the Enthuslast, the thlrd—person manuscrlpt of the llttle brown man, and

the postscrlpt of the Enthus1ast The manuscrlpt 1s very pecullar 1n— -

deed because although it is osten31bly wrltten by the llttle man about
'_hlmself, 1t is composed as a th1rd—person narrat1Ve It does remaln a.
gvery personal and SUbJECthG narratlon, where the narrator 1s closely

"1dent1f1ed w1th the protagonlst——knows only his thoughts, for example

- La Fee aux mlettes is. structured w1th an author s preface, a framework

_ v Lo
‘story (1n two stages of 1n roduc1ng the narrator w1th h1s companlon,ﬂ.fllj

'then w1th the addltlon of't“e protagonlst)‘ the protagonlst's framed

",llfe story told durlng the ourSe of one day, and .a framework conclu51on

l

flvThe progre551on of th1s structure 1s towards the mysterlous, and 1nvolves '

7‘dlstanc1ng factors The pre ace colours the entlre narratlve through 1ts y-l

\ ‘,!.

‘.1ntru51ve, self referentlal style, and the frame narrator acts as an. 1n—_1*iy"

termedlary between the "mad" protagonlst and . the reader W1thout the f,;:"

\

_ 'framework, Mlchel's story would seem llke aufalry tale, although told 1n
flrst—person In addltlon to these obv1ous levels of xarratlon, there
"are also such 1nternal short narratlves as. the story of Fee aux Mlettes

about her "true" 1dent1ty as Belklss, and’ storles told by charactérs

‘l_(espec1ally Llndhorst) in- Der goldene Topf There are thus even more

o narrators and perspectlves, wh1ch constltute further d1stanc“_’

i | ‘ 50 ::_ 8
The 1mp11catlons of these ba81c facts w1ll become more obv1ous as

”-the narratlons are analysed for varlous mechanlsms : F:r thz moment, 1t 5

e

-:_1s suff1c1ent to establlsh that dlfferences in the v151>1 '

.\

patlon of the narrator are ba51c to any dlscus51on of

‘ In fact,,"dramatlzed" narrators 1ntroduce much more | ubtfinfbeneral RS

d

1



-“QbJective"'narration'(which have been detailedvin'the introductory

AR v
chapter). The habitual use of the. pronoun It 1s in fact typlcal of the

L genulne fantastlc, because thlS practlce enables the reader ‘to "1dent1fy"

\

7more closely w1th the narrator/character There results a- ‘more d1rect

| -access to the flctlonal world Perhaps thlS explalns the propen51ty 1n
3

‘ the thlrd-person narratlves for frequent 1ntruslons of self reference

S

' whlch hlghllght the perceptlblllty of the role of. the narrator--a pro—

Ccedure more conduc1ve to the creatlon of a fantastlc story The percep—
”tlble narrator seems- more like the reader——more llke an ordlnary person '
exposed to the supernatural Hls reactlons are llkew1se more open to

susp1c1on, although 11ke those of the narrator/hero, they w1ll be

.exemplary for the reader
%

| The decldedly overt nature of all of the narrators manlfests it-

self not- only -in the use of the pronoun "I," but 1n varlous forms of 1n-
trusion and self—reference Wthh const1tute an. obv1ous meta text, 1n—

':'creas1ng the narrator v151b111ty.and thereby decrea31ng narrative auth— .
o ority. The most obv1ous is- perhaps the "encoded readerv" Although ‘the

,:reader 1s not always‘"named " Gogol Hoffmann, ~and- Nodler all ‘indulge 1n

dlrect addresses to the reader, whlch 1nterrupt the flow of\the narra;
B .tlve, often occurlng 1n the mlddle of an ‘action sequence . The addressesyj-

are not llmlted to "prefaces,“ occurlng, for example, as narratlve 1n—

' stance w1th1n the framed story 1n La Fee aux mlettes and thereby hlgh—hfv_

llghtlng the narrator s falllblllty Hoffmann uses dlrect reader ad-

'5‘dress 1n Der goldene Topf and Der Sandmann to reduce poss1ble reader

B opp051tlon to the marvellous aspects of the story, to make a personal

_appeal to ‘the reader to understand the protagonlst s experlences and



l:reduce hlS narrator's perCclved capac1ty to tell a coherent story 'ThiS»
'klnd of 1nformat10n w1thdrawal as well as the Romantlc 1rony produced
'by this technlque in Der Sandmann, w1ll be examlned subsequently It

is 51gn1f1cant that The Portraet -includes no "personal" 1ntru51ons, and
\'; L 2N - A

'.no dlrect-addresses-to *he reader. The Nose and . The Overcoat, w1th

thelr obtru51ve skaz narratlon, 1nclude however a varlety of narratlve

self—reference belated offering of omltted 1nformatlon about characters, o
: $ : ,

:'"apology"'for verb051ty_and dlgre551on, 1nterruption of the story's .
. progress, general commentary about soc1ety, and the f1nal evaluatlon of

the story s "truth " Both Gogol and Hoffmann (1n Der Sandmann) maKe

'dlrect reference to the act of wrltlng o | -} 9
~This kihd of meta-text can only result,from the self-conscicus
commentary’of a'"dramatized“.narrator The narrator after all is more

or less "respon51ble" for the structure of the story Any "extra"’

-7

1nformatlon about hrmself whlch fllters through the consc1ous, dellberate

A »

. statements serves to further deflne the narrator. - An 1mage 1s bUIlt up
~Wthh 1nfluences reader perceptlon of’ the. narrator S respon31b111ty and
,'author1ty. Whlle these effects are more easily accompllshed in first-

'gperson narratlve, the overt stance of the narrators w1th1n thlrd—person Vf-
)

narratlves y1eld 51m11arbresults of decreased narratOr authority-in '

these‘fantastic tales.

. In addltlon to the degree of percept1b1llty ‘of the role of the

narrator, the authent1c1ty of a narratlve also depends on the Qgrce9t1on

I

o fof the narrator S rellabll1ty and/or respon81b111tv Such qualltles are

: 1nfluenced by many factors (wh1ch will be analysed at length) but an

: 1n1t1al 1nd1cat10n 1s found 1n the tone of the dlscourse : HereQ



. a ) T
" story 1nvolvement of the character/narrator, in D1e Abenteuer der

: Sllvester—Vacht the,enthu51asm and pa551on of the protagdnlst/narrator

3

“-more "reallstlc" descrlptlon*and commentarv, whlch produces -a relatlvely

K L}
Kl J_

authentlc narratlve uorld, created bv seemlngly rellable narratlon In

’
o .

.contrast, The Vose is, wrltten in an agltated stvle whlch 1ncludes chatl—

< JEEON

ness, comic. humour, satlre, self deprecatlon, blatant dlgressmnsr col-

loqulal expre551ons and. booklshness Such a narratlon destroys any sense

,l 9.

. of rellablllty, 51nce 1ts purpose seems to involve conceallng what the

4

narrator wants to say The reader suspects a problematlc value scheme

1

it seems to be an extended Joke of some sort, very hard to take serlously _

1

‘.‘.ﬁ

as an authentac narratlve world o S s

~

It 1s ‘in the f1rst—person narratlves where the subJectlve and per—'

:
ot . / -

sonal style of the protagonlst/narrators most undermlne reilablllty, and

f
4

llmlt,the creatlon,of an authentlc world. Whlle such is not ev1dent‘in

s

"uthe second part frame narratlve 1n The Portralt because of the llmlted

4
v L2

"1mmed1ately help to establlsh hlS own mental 1nstab111ty (whlch has bee{p

ath
~

’ 51gnalled by his "ed1tor"7, as he descrlbes hls own actlons (Slnee the'

r

manuscrlpt is created’by an "1mp0551ble" character, 1ts vallﬂlty 1s
always in questlon 1n splte of 1ts osten51ble thlrd person narrat;on )

[ars £

'Mlchel S story 1n La- Fée aux mlettes suffers from a 51mllar lack of B

e

‘rellablllty——he 1s after all ”fradﬁd" or labelled as a. lunatlc, and hls

‘ : ! RN

story is ent1rely subJectlve Yet 1t 1s told in a naturally "open,“‘

1,"

| happy, and pseudo—reallstlc way,‘as 1f Mlchel 1s gonfldeht 1n the not—

so-obv1ous truth of hls llfe,story Compared w1th the sad, sarcastlc

frame narrator, this protagonlst seems very reasonable and 1uc1d" The

frame narrator S v1vac1ous whlms, verb051ty, and "poetlc" sp1r1t do.

-t ' RO Sy



“Fhe intrbduction of "proofs” or sources of!&nformatlon could sta-

“in ‘which narratlve facts are organlzed and presented. But the frame

'sources of - 1nformatlon. The other firstﬁperson narratlves/suffer a-
:slmllar lack, except for the framed story in The Portralt, whlch is

Lased on a sort of “handed-down“ publlc knowledge, as well as that of"

e . ’,

the father s experlence. These ‘sources arerlndlcated and 1dent1f1ed 1n
a convincing, reliable'way. ’Whlle knowledge 1s llmlted, it 1s well- N
defined and not w1thdrawn . The thlrd—person narratlves do not requlre

"proofs"'51nce they assume a‘conventlonal authorlty,rbut in Der goldene

Topf and The Nose in partlcular, the narratlve facts are not organlzed

.so as to establlsh authorlty or Justlfy any statements. .(Gogol $ nar-.
' rators frequently do not "bother to enqu1re" for 1nfbrmat10n to add‘to ‘

their accounts.)46 There is a questlon of subJectlve, unrellable sburces

'whlch then 1nfluence hypotheses or 1llus1on The narrators ne:er deflne -~

v

i -
the extent of thelr own knowledge, and authorlty 1s thus. unde d. 1In

Der qoldene Topf, the narrator seems to be almost a klnd of w1tness, al~-
5 .

though he is omnlsc1ent. The same problems are. v1s1ble in Der Sandmann,
- except that the narrator is more. clearly 1nvolVed in the llves of the -

',characters. He "knows" the characters——refers to{Clara S smlles for him, "
( L4

" and that th@*letters are communlcated by hlS friend Lothar. There is
'consequently at .least a pretence of "reallty" forvthe story offered by

g the dlscour3e, and the narrator .can seem more knowledgeable about the
characteﬁ@' natures——that of Clara in partlcular-—wh1ch reduces doubt

‘4

f_and helps to clarlfy story events.
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The questlon of provlslon of sources of 1nformatlon leads to a

3

broader probiem of . self—llmltatlon of narrator knowledge Certalnly the o

ilc

, des1re'to knOW‘lS at the ba51s of all 1nterest1ng narratlve——we keep

)

.Lscover‘wnat'happens But this process is frustrated in

Lty

readlng. o

fantastlc narratlve, where there is no agtemot to overcome the sense of" _
1ncompleteness 1nherent in flctlon. ln fact the Romantlcs dld not hesi-
tate to hlghllght or max1mlze the Incompleteness of flctlonal worlds,

whlch were seen- to correspond to aspdﬁts of llfe out51de of flctlon . No.

attenpt w1ll be made in- thls study to 15t1ngu1sﬁ between amblgulty
,h )

: caused by authorlal error or. 1ack of Sklll ahd‘that whlch is dellberate v

--the former 1% present) Wlll be 1gnored as-’ 1rrelevant

‘Narrator knoWledge’in'The Nose andfThe OVercoat is intermittent,

.withdrawn at will. Whlle a- "rlght to 1nterm1ttent knowledge" has long
‘been acknowledged in narratlve theory, the shlftlng p01nt of v1ew of

Gogol s narrators is partlcularly alarm1ng, and helps to create a frag-

.

mentary, amblguous world whlch is open to doubt, and is ultlmately self~

destructlve. The pecullar narratorlal attltude is sometlmes authorlta—
R e
t1ve, sometlmes doubtful, somet1mes refe’\;Eg to sources, sometlmes refer—'

o r1ng to 1ts own 1nadequacy There 1s an lncongruous mlxture of prec1se

-

- detalls ‘and denled 1nformatlon——the detalls are often 1rrelevant to the

\
story, and the mlss1ng 1nformat10n cruc1al' ‘In The Overcdat, the other-

| ‘}. wise omniscient narrator suddenly.pleads 1gnorancevof his protagonist's
'thoughts,:saying)"Though poSsibly he dld not even think of'that; there‘lsyr'
ho creeplng into a Tan S soul and flndlng out all that he thlnks "47 Qut |
this statement contradicts prec1sely what he has been d01ng all along. |

The narrator thereby undermlnes ‘his own. narratlve procedure and

@ S "



elreouldyges Leduerl gouul dbuul 1iltd dUulliuiiuy.

-

Whlle not as drastlc, 31m11ar proceduré% are oresent in Hoffmann's
stories. The Enthu51ast gres umes that ‘the manuscrlpt 1s the story of

.‘theylittle brown mane~he does‘not know; 'In'Der Sandmann, the narrator's,‘

knowledge is suddenly 1§mited in the final paragraph, when he makes a.
tentative statement about Clarafs "future" which is not in keeping with -

the omniscience generally.establishedhin‘the discourse. ("Nachbmehreren,

- Jahren will.man in einer entfernten~Gegend Clara.gesehen haben...“48);

Der goldene Topf contains a radical shift to a limit d. point of view '

- .' - : . \“. N -"

‘near the ending, when the narrator admits his’ inability tofproceed with
. the story, whiCh in fact cannot;be completed without_apparently super- o

_natural aSsistance; Woitefstorff'speaKS‘about a anoﬁ%edge/ignorance'

‘_contour_"49 which depends on such factors as p01nt of view and -access to
. Yo b
1nformat10n The.clalms‘to,lgnorance typlcal of the fantastlcygenre :

. radically alter such a "contour. "
The most obvious,result‘of.this‘self~limitation of -narrator know-
ledge is the radical'discontinuity and fragmentary structure of both Die

Abenteuer der Sllvester-Nacht and The Nose In the former, all inform—

ation is fragmented w1th1n a loose structure dependent on a fragmentary

frepresentatlon, and broken plot." Charles Passage clalms that the w1th—
'holdlng of 1nformat10n 1n The Nose 1s a parody.of thlS structure SQ:;Inf
'any case, there are two serlous and arbltrary breaks 1n the story S pro-
gress the barber s story is never 1og1cally 11nked w1th that of
Kovallov, and the general publlc s 1nterested reactlon is suddenly broken‘
off on avwhlm.f"After this... but here agaln the whole adventure 1s ;'-

N : [
,lost in fog, and what happenéﬂ afterward is absolutely wI. "51 The

v
,-3\
~narrator simply refuses to tell what he must "know, " so that the denlal



ot 1nformation results in a disjointed progression of the narrative.
‘In general, the withholding of information, or what Chanady calls -

ggthorial'reticence "...creates suSpense, uncertainty, and greater_reader '

V c—‘,-\ . :
part1c1patlon and acceptance of -the contradlctions in the te\t'"_’~ “The

“~

llack of explanation of supernatural events arouses more 1nterest, apd

: supports the ba51c contradictlon dominant in the narrative by 1nten51—
!

: fying reader unea51ness; The w1thdrawal of 1nformation, espec1ally of
| mental - access, helghtens the empha51s on the 1rrational and the ambljUIty"
:of what "haopens." Suggestive'persuaSion works' Only 1nt1mated the
, fsupernatural is more provocatlve than 1f completely«detalled During ae

'l direct address to the reader in Der goldene Topf, an entire world is

fpro;ected, counterfactual to.the story as told,_in order to involve th@

, :
‘.reader S 1maglnat10n in a scene otherw1se too marvellous to paint o

"(Veronika and the’ w1tch on equinox nlght)  In the conclu51on, there is

a tantalizing reference to an extraordinary way in which the narrator

&

& -
‘ has dlscovered the fate of Anselmus, but which he w1ll not d1sclose.

v

A general lack of guiding commentary is eyen_more obvious in these -
A o : _ R
narrations.' "Clues" are always‘somehow insufficient. - Der goldene

Topf, it is not p0551ble to 1dent1fy much spec1f1g 1nfdﬁmation w1thheld,

yet there is a general guallty of the narration Wthh does not prov1de ,
. 4 -
suff1c1ent guidance for the 1nterpretation and ontologlcal categorization

L) ’~v

¥

of events. The ever—present plea for the. reader S 1mag1nat1gn, which is

'ineeded to understand the protagonlst S 51tuat10n, deflects attentloh frdﬁ ‘

this ba51c def1c1ency\\dror example"the suggestion that‘the reader could

only have had Anselmus' "bottled. up" experience 1n a dream does not clar—

~ify what has really happened The narrztiod in Der Sandmann provxdes

marglnally more 1mp11c1t guidance, out no final dec1szon as to the status

3



RN

of the supernatural' In D1e Abenteuer der Sllvester-Vacht, no guidance -

w

is offered by the personal, subJectlve narratlons of elther the Enthu51—
ast! = story or the manuscrlpt-—no narratlve reallty is clarlfled ov the

textual clues,, R ‘ - _ .‘ o .s o

Ianhe Nose, the narrator 51mply refuses to provlde any guldance 4
for the understandlng of story events, S0 that no narratlve reallty can‘}
be established. The reader is often left entlrely w1th the character S ﬂ
o o - . . ‘
point of view‘and\llmltedtknowledge, as in the other storigs. For ex—d
ample, the narraﬁdr does not!clarlfy Kovallov s 51tuatlon——he 51mply
'..4does not propose any)cxplanatlon, as if none'is requ1red' The’ narratloni
rls entlrely matter-oﬁ—fact w1ghout relevant comment or establlshment of -
doubt, untll the conclu51on There the narrator dlstances hlmself from ‘

the story, and offerf tentatlve evaldatlons of 1ts truth or p0551b111ty,”,“

' which do not seem to be mutually compatible.
' £ Q?&V v /s

The’ Portralt is qubte dlfferent While there is no guldance offered

'exp11c1tly for the 1nterpretatlon of story events, a ba51c narratlve

éeallty does emerge. Like 1n Der goldene Topf, a cértaln quallty of nar-

' ratlon dlscourages cat, orlcal 1nterpretat10ns, yet the unanswered ques—
, /e n

'tlons.do not have the same radlcal 1mpact. If a questlon remains as to
/ :

the status of the supernatural events, 1t is not because of any drast1c

7.

_ 11m1tat10n of knowledge, but more because of a‘'simple fallure -to comment
- o )
on the "truth“ of those supernatural events. The 1nformat10n prov1ded by -

the auctlon scene 1s of cdzrse "withheld“ untll'after Chartkov s death.

’ -
The story Smely works better’ thlS way, w1th the main protagon1st s fate
] .
left open to its own 1nd1v1dual deyelopnent In effect, the entire sec—
- 'ond part becomes a commentary on the qyents of. the first narratlve. The‘

.frequent generdl commentary about oc1etyidoes not authen@icate any ,



. ive statements. S e

narratlve facts, but does 1mply a‘more rellable,:"standard" narrator,

-

whom the reader is more w1111ng to trust

: Such'genera; comments in La Fée aux miettes serve only to-hiéhlightv

the framework narrator's somewhat "exotic" nature. No-guidance is pos-

' sible]nithin the framed StOfY-—therport'interruptions never7serve to

qualify statements, mahe‘comment, or otherwlse authentlcate By alloulng

v

Michel to tell hls own . story& the llmlted p01nt of view 1s malntalned,

:

_'Wthh does not permlt a more’ external knowledge or clarlflcatlon Sub—
Ject1V1ty and amblgulty are thus enhanced, and narratlve reallty 1s Ln-'
dEtermlnate No guldanceels offered w1th1n the framework which 1s suf—
flc1ent to categorlse ontologlcally Mlchel's eVperlences Any 1nforma—
tlon SOught remalns 1nadequate, and the’ "sequel" book is losL, with the'

result that there can be no "future" authentlcatlon of story events

>

Clearly foca;{zatlon through characters compllcates the entlre nar-

\A .

‘rative representatlon and’ further increases confus1on and amblgulty, " \
largely because no extra explanatlons are offeredvto correct what _appears
to. happen as the protagonlsts "see" events.- Sincé focalization'is oné of
f‘severai'factors Wthh relate spec1f1cally to the relatlonshlp between

prime narratlve reallty and secondary ‘worlds pf characters, it will be

~

examlned within that context in Cﬁapter Four, along with, modallzatlon and

-other aSpects of the correspondence between character speech and narrat—
\), K ?\ )
bk
y . . : : = (RN :
ES , - . o : S S v

‘séjg;deStruCtive narrative S

'*Beyond.the pnrely fragmentary andfambiguous,'elements of'self-

cOntradlctlon and 1ncon51stency serve to undermlne the authorlty of fan—

tastlc narratlon.' Flrst person narratlves most typlcally 1ntroduce v

hYpotheses or guesses, 51nce the narrator is personalized as a character.



’fet in 2he:hose, there isino,active support ofinarrativepstatements,'

» = ) : : o

which mustibe called'into'queStion by any sensible[reader.“3Since'the T
narrator is‘not vlsibly objective (becausehoé'the tone of'ambiguity

. already dlscussed) he does nat. prov1de any'clear "truth," an? thus

. 2 \

"deprlves_hlmself of authorlty. Furthermore, the narrator contradlctsr |

}fhimself'outright,'so that.no true statements emerbe, as would,be‘ex;
pected 1n a more "reallstlc" thlrd—person narratlve The separated nose _
is both a gentleman paradlng about 1ndependently th;can be "caught " 'e

‘and;an_o ject found by the barbef»and later»returned by the policéﬁla

.bizarre incongrulty‘of narrative facts How can the pollceman apprehend '

-

the nose as a c1v1l counczllor, then return it by carrylng 1t ‘in hlS g

' pocket’ Such 1ncongru1ty destablllzes the narratlve world. The two
@"facts“ may be fully acceptable 1ndependently in a fantastlc tale,»but
their Juxtap051t10n provokes reader perpIex1ty and an 1nsQ{2ountable

. > LY, e
sense of story coqtradlctlon based on a dece1v1ng use ofglanquage v The :
‘~1mp11cat10ns are of a story reallty which 1ncludes the most unnatural ,:

~

events, yet the prec1se,nature of these events is never deflned.

Clearly'the other stories do not contain the-same kind of blatant
' self—contradlctlon, but there is nonetheless the kind of" contradlctory -
1mp11catlons, genergted by the‘narratlve sentences, whlch Martlnez—

- aBonatl dlscusses 53 Stablllty is retroactlvely revoked by new 1mp11ca—

tubns whlch do not fit the establlshed ontology, so, that the reader's

—

' nferences become erratlc.' Partlcularly in Dle Abenteuer der Silvester-

o

" Nacht, the contrad;ctory 1mp11catlons necessarlly exclude and 1nvalldate

-
>

each other, because’ any natural explanatlon renders the acoount false as

fpresented by the narrators In ‘Der Sandmann, there is- lesSﬂnutual ex—

clu51on of p0531b*(1t1es, since the protagonlst is deflnltely mad—-only



- . . 3 L o'

the causes‘remain uncertain; The 1mp11catlons of Mlchel s story in' .

La Fde aux miettes are. all self contradlctory, and 51nde the framehor

: narratlon makes.no attempt to categorlze, the reader is left hlth an L
.B‘upstable narratlve.world;
i ) R T
. S . SR -

‘In addition to inconsistency, re-evaluations and disauthentications

%

can occur in"any'narratiVef- A reliable narrator can always re-think and

-
J v

alter what he . has told, w1thout usually upsettlng hls narratees.- But

3
)" N

the narrators of these fantastlc tales‘are not rellable—-what 1nforma-

. tion they prov1de is not absolute or authqtltatlve 1n the first place

The first ver51on of The Nose emp}oys a fantastlc -uncanny structure to

prov1de a subsequent "natural" exglanatlon for KovalLov S predlcament——

S it was alllmerely a dream.54 The "authentlb" supernatural becomes Q part
: : . ' : >
of the natural world. ' The py;nted,ver510nwof 1842 merely,casts doubts

A W . AU -,
. ~retrospectively, and destabilizes the narrative world, without offering

aV"natural" explanation;r7Neither.ontologicai'éone is.fully*(éis)authen—

- {4 . o
ticated. The marrator simply admlts .the 1mprobab111ty of the entlre . \\

R

ﬁgi Story, calllng into questlon whether thL events really happencd or even -
- coqu happen. He~1solates the strangeness not-only of such an event, -

but also of the attltude whlch the characters adopt. Like the redders,

he does not "understand"cthe blzarre 1nconoru1t1es of the nose'o 1n\\

\
dependent ex;stence There will be no explanatlons, slnce the narrator

CLa;ms.through-refevaluatlon to be confused,hrmselﬁ; The very,authorlty)

;#hich,has'created the_Story as we muSt.accept'it raises doubts as to. <\;
. . . . B R . . “? ‘ - —_

‘whether.there can be any truth in it!u ” S @
. I . . & . .

- The Portralt 1nc1udes a dlfferent klnd of re~eva1uat10n, slnce the
B RN i, . .‘ ‘ ’
"dreams“ eplsode of the f1 ‘st narrative comes to be seen 1n terms of -

[

slmllar events whlch had prev1ously occurred (ThlS constltutes a klnd
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of auth;nticatlon whichfhad heen'previouslyiwlthheld;) ?he,%inal l‘group.
doubt" expressed-byvthe narrator,on;behalf of the listenersrat.the auc-
\:tion'also amountsﬁto'a re—evaluation 5:"And for a long time those uho
A 'were present were bew1ldered, wonderlng whether they had really seen 7'
hose remarxable eyes or whether it was merely a dream whlch had flashed
"
g};»ef%re their eyes, stralned from long examlnatlon of old plctures "55

But certalnly a mlnlmun of doubt is cast on the portralt's ‘singular

nature~-a whole group of viewers cannot be deluded easily;

In La Fce aux mlettes, a major re—evaluat1on/dlsauthent1catlon

-

v‘occurs in the chapter headlngs, which are of course a form~of commentary

on the dlscourse itself. . The appearance of the book about Michel and

hls adventures does not relegate the story to the’ status of piwe rlctlon

1

--part of the story‘has been cocumented‘by Daniel's research.
‘-“,@ ) . . -
While Hoffmann enJoys the technlque of re—evaluatlon, Der goldene
.1 Igp? presents an odd case Generally speaklngy the authent1c1ty,of the
supernatural zonehls undercut almost agalnst the narrator s will, by ~
the lntroduction of natural p0351b111t1es such as dreams or 1ntox1catlon..
.%he story is labelled after all a "Marchen," so such notlons constltute
a form of re- evaluatlon Yet it 1s only in the concludlng twelfth vigil
‘ that thé reader gains any apprec1atlon of the narrator S v1eu’og~what has
- happened in the story The flnal lides 1nd1cate that the state of belng
of Anselmus is merely that of llfe in poetry. All thlngs are p0551ble,k
51nce 1maglnatlon prov1des access. to this second world of 1llu51on and
fantasy And the insertion of "Ende des Mﬁrchens" is a sharp remlnder
that this is only a falry tale created for modern tzmes--lt has been
~ perhaps after all only a marvellous fabrlcatlon and an allegory ébout

’

the powers of poetic 1nsp1rat10n



Whether this constitutes a-self—cancellation of narrative is dubious

a

51nce 1t is not-a totally world- dESoablllalng procedure, and \111 beesesn\v,,‘

ina later olsCu551on to 1nvol\e a. fu51on of levels of rcallty It is irf

Dle Abenteuer del Slrvester Aacwt that thc most clewr sel‘—Cancellatlon .

of narratlve occurs, but even there the ‘story is- not totallv cancelled,
) 0

'q?cause doubts are merely raised and not-absolutely established.v The

' postscrlpt.does place'the entire precedingvnarrativevin doubt. Did the -

events really happen, or are they only prOJect1ons of the mlnd“ Perhaps'
'fthe whole th;ng was only a cream, including the party, Julie, and the
;story of the lost reflectaon (We are not told whether the manuscrzpt
‘1s a phy51caL‘fact or not!) All is questloqu in terms of op0051tes

,,'Were there 1ncur51ons from another world, or did the Enthu51ast 51moly

O“ -

1nvent the whole thmg7 He "almost" belleves the latter Aand apologlzes

) dlrectly to E T A Hofﬁmann' ObV1ously”a firstgperson narrative self-

: destructs mongwea51ly than a third-person narratlve, where establlshed

¥

A :-:‘
A, a,;éﬁ

A

are a transpositlbn of' endlng of Die Abenteuer der Sllvester—Nacht

. @

where 1t is suggested that the events may have been only an 1llg:hon
Certalnly in The Nose a tentative re—evaluat1on is replaced by a some—
what doubtful 1n51stence that "such thlnqs do happen"é-q_dellberate re-

0 ' O

;fusafato deny the story! The self—reproach.and admission of the absurd—;.
ity of the story is qu1ckly followed by a feeble support of the fantastlc
poss1b1l1t1es. In spite of all the narrator s doubt, ‘there is no final -

% Ty

. categorlcal denlal of the story s truth as tolJ

¢ .

At ‘the oppos1te end of the narratlve, stories can contaln an 1n1t1al

; w1thdrawal of authentlcatlon They  can of course begln in a very

.
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‘realistic,'assertive way,‘as do The Vose and The Portralt, w1th personal

: letters S0: that narratlve authentlcatlon is postponed, as 1n~Derisandmann;f

C or,_by hav1ng an "edltor" suggest that the/protagonlst cannot dlstlngulsh

' fantasy from redllty, whlch 1s a warnlng quallfylng the rest of Dle L
‘,Abehteuer der Sllvester Nacht But an expllc1t statement about the non—:
‘ Y ' ;o

‘-‘ factual status of a work merely COHdlthnS the reader for a f1ctlonal

'1nterpretatlon, as opposed to a, descrlptlon of reallty 5 What w1ll be

itrue in the ba81c narratlve world of Der qoldene Topf becomes 1mmed1atelyf‘

i

- problematlc because of the sub-tltle, E1n Marchen aus der neuen Zelt

'pThere w1ll be no attempt to clarlfy what happens, or explaln——yet the g
_ mono- level ontology of the marvellous w1ll not be allowed to domlnate,

' »‘as alternate natural explanatlons are offered

. But what of La Fee aux” mlettes, whlch ls not only declared 1n.th\1

preface to’ be a: "fantastlc" story, but also to be a sottlse w1th a rldj
MELUlOUS story llne7 The author apgloglzes for such a creatlon, and com-.

. ments in a self—deprecatory way on hlS own wrltlng procedure, dellberately

. undercuttlng the authent1c1ty of the story and hlghllghtlng 1ts 1nvent10n

;.'Adv1sed not to even start to read the story, hqw 1s the reader to expect

v:’; anythlng except a capr1c1ous narratlon’> 'Yet Nodler takes great careﬁt0' -

b,establlsh the necess1ty of the reader 'S bellef, Wthh he feels can’ only

SR . . ;
O be generated by that of the author hlmself" The pleasures of a fantastlc

:story" are such that the author s bellef 1n the story 1s paranount The -
”_ reader cannot otherW1se accept and enJoy | [P]our 1nteresser dans le
fconte fantasthue, 11 faut d'abord se falre.cr01re,Jet gu 'une condltlon p"
‘i 1ndlspensable pour se falre cr01re, c est de cr01ref‘ Cette cond1tlon ;t:"‘
.,;une fo1s donnee “on qept aller hard1ment et d1re todt ce que 1'on veut fsétfjtf

. So why does Nodler wlthdraw hlS owr‘ssentlal condlt\lon for fantastlc
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'narratlve before he even beglns to tell the story’ why‘does hé take an
(. ’ - —
1ron1c attltude to hlS own. story and hlghllght 1ts f1ct1t10us creat10n°

-Perhaps he knows that readers are perverse and- w1ll dellberately .pay -

K more attentlon 1f told that a: story is nonsense,.and w1ll look for vere- o

VVSlmllltude where there 1s none' Perhaps Nodler challences h1. readers_‘

" o:provohe thelr 1nterest,vand to accentuate the fantastlc amblguity:of .
his story. In‘any case, the llmlted selfelruny of the preface 1s con— ;“

" tinued- by the framework narrator,,who also has an abllltv to laugh at

. 0 .
w.hls own bellefs and stateuents

Ironlc attltude 1s a perva51ve klnd of self destructlon found in hﬂ"

"Romantlc fantastlc narratlon The chaoter headlngs found in La Fee aux -

. ).

' Lmlettes have a functlon s1m11ar to that of the preface, because thcy-

o constltute admeta—narratlve cormentary Wthh remlnds the reader of that

' preface——a rather "meta framlng" effect As pért of the dlscourse, the |
“y headlngs h1ghllght the narratlon or "telllng,“ pre establlsh the content
i;of each chapter, and undercut the authent1c1ty of events by underllnlng -
‘.thelr flctlonal status | Because they constltute pre-evaluatlons of the'.;.'
.,story content they empha51ze the story nventlog as a whole. Thelr

”meta—narratlve comment is often caustlc For example,-the headlng to '

'Chapter II 1nd1cates that Mlchel hlll be. the most reasonable character
EVERS

'y.ln the story Chapter XXVI is bllled as“"Le ﬁernler et le plus court de

*f'tla narratlon de Mlchel, ‘qui est par consequent le mellleur du llvre "o -4';,
. - |

"\y,And the return to the framework 1s "Conclu51on Qul n,expllque*r1en:et
59 S R

'a_qu on peut se dlspenser de 11re "

Ironlc attltude manlfests 1tself var&ously 1n -the: other storles{ ‘”

npOne of the ma1n results generatea by Rodantlc 1rony is a foregrounded*

,“

F"narratlon Wthh ensues from the v151ble presence of the teller of the.”
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. \
r “and attluude\ofylnvolvement and - detachment _By hlghl;ghtlng‘the-poetlc

’,v1ces, a dlstance is created between the events and ‘the reader 'S appre— o

o,

tale} whovbreaks story 1llu51on, and establlshes a dual authorlal tone B

functlon, whlch becqmes.a focal p01nt 1n 1tse1f) expresSion,dominates

over . content ' By calllng attentlon to the artlstlc procedure and de—

v
1

clatlon‘ Thls kind of self—conSclous narratlon does not destroy the

effects of-the fantast1C' On the contrary, because of Hoffmann 'S fllr-

tatlons Nlth self—reference, the relatlonshlp between’ the flctlon and.

,,,
- v h

the actual world of wrltlng 1s thenatlzed thereby foregroundlng the

fflctlonal space and further hlghllghtlng the hybrld nature of the fic~

tlonal world Irony is. llmlted in Der ggldene Topf, where the only 4

..‘,‘ °

references to creatlng the story are 1n the subtltle and tne concludlng

x 1nab111ty to flnlsh the story wlthout a551stance. ”he overt presence

; .
of the narrator fﬁ the pleas for‘reader 1nv01vementv’and the counterf.‘

)

_factual world prOJECthHS whlch 1nvolve the reader do however point to

'the d1ff1culty whlch the narrator experlences rm assembllng the" story

i& S

: Irony 15 much more ev1dent 1n Dle Abenteuer der Sllvester Nacht, where

:there 1s a. constant duallty of tone and attltude as the. protagonlst/

'narrator he51tates between 1nvolvement anq,

v,

u _\/ N
o

» . o s ,,MD i

and dlsta C1ng Mult1perSpect1v1sn as to the ontologlcal status ‘of the
. v ?74;, i q 4

narratlve world .and levels of realitﬁ“’fluctuatlons in style, fragmen—

oy 37

tary structure, as well as llteraryéparody, all contrlbute to a ba51c

‘f‘u The technlque of he51tat10n between bulldlng and. breaklng 1llu51on ‘is

R

_h831tatlon between creatlng and breaklng 1llu51on The framlng effect 1

\ "

e
x

invention of the story The concluding

a

1n partlcular hlghllghtsvtif

* . ‘

‘dlrect address to E T A Hoffmann (who is after all the 1nventor of the

= whole story) further accéntuates the f1ct10nal status of the account

.-

7

ﬂetachment, or 1dent1f1catlon

h'497'
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 most apparent .in’ Ber Sandmannd'%here a "detached" narraébr empha51ves '
£
the process of narratlon 1n d#tect reader address.' Thls}déllberate ?

o

‘to the oroblems of’ the dlscourse latroduces the notlon of

/

" the story, and draws attentlon to the narratlve deV1ces. ;

. . Q o
P v . ’ B ,‘

To suggest in metaetextual cdmmentary that the story'could'be told in‘ ‘

‘

: ,dlfferent ways underllnes the creatlve procegsﬂof telllng, and destroys T

11

fp

v S —
% S T R

19

>any sense of actuallty

N
1 i
E f

While The Portralt is- 51gn1f1cantly wlthout ROmantnc 1ronv, The
» . \ | R

Nose is flll@d w1th 1rony towards the prOCeSS’Of telllng a- story dan1~' W
. ¥ t )

fest in the dlsruptlve narzatlon, the dlrect reader addrefses, and a1l

/ Vo

of the 1ncons1§tency Wthh has already been detalled, 1rony undernlnes:'t.
- _the entlre story. - If the narrator does not'take hlmself serlouslym how
“can the reader do so7 He loses all credlblllty,‘not only because of
'vself—contradrctlon, but also because in taklng an &rdnle, self depreca—
‘ tory attltude towards h1s own authorlty he destroys the authent1c1ty of.f;

the flctlonal world created 60 The' norms and ruleg,of narratlve;pros o

.cedure“are'flouted,jbecause the'ironic,attitude reduces allfof:the ngfz:'i

rative statements to non-binding utteranceslwhich’qﬁnnot befChallenged-l 9.

L v L5 3
or checked against any.narrative facts. Such a naesator generates sus- -

4
.

’p1c1on and dlstrust, ‘and there is no one else to tell. the reader what

3"happened."- After all, if thae narrator adopts an ironic: attitude to hls

i

own claims, he plays a sort of narratlve "game,ﬂé} in whlch‘anythlng may

'*'be true (as in Der Sandmann when the dev1ces are expoSed) The conc1u51on o

in partlcular is narrated in such a wag that Ehe whole sequence of events

' is clarlfled as only a story-—not events which are told 1n story form,vf"

-
o0 ‘

but an 1nvented story, whlch is then questloned as to 1ts proprlety The

- ultimate 1rony is’ that the narrator asks how an author could choose such

4
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Subject matter whlch is: nelther edlfylng nor flnancaallv profltable'

(Thls 1s much llke the Enthu51ast,addre551ng E. T A. Hoffmann ) No wonderh
Doleﬂel clalms that: the ex1stence of fict10nal‘horlds becomes under these

-

c1rcumstances 1ndeterm1nate between f1ct10nal ex1stence and non- ex1st-

ence If a narrator doubts the ex1stence of hlS own creatlons, there can

¢ d

be no authentlcatlon and all events are undermlned ("Non—authentlc fic- -

‘§$Onal.worlds are Self—destructlve by undermlnlng’the'very foundation on

62 . L
which they are erected fictional ex1stence.". The situatlon is further

compllcated in The Nose by a b1t1ng satire’ whlch extends the s1gn1f1cance—

gl
-

of the story to 1nClude a "hidden" soc1al commentary, espec1ally about
offrc1aldom and bureaucracy Gogol shows great dlsdaln,'but the story 1s

somehow more laughable as a result

4
o’

T *

51



Chapter Three: Results of the Failure to Authenticate Marrative Worlds
‘ ‘ v ¥ TR S T '
LT . e DR . .
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,.l.a,::' o - o .

Amblguous world constructlon

A By applylng the pr1nc1ple thggﬁflctlonal worlds are generated and

defined by the descrlptlve system of a narratlon,_and recognizing thelr
0 4 - ) ! . ) .

special ontological status as autonomous semiotic structures, we can
- glso.realize that ambiguity is recognized within those structures and is .
dependént upon'semiotic'procedures. The "meanlng" prgguced and under-v

© el

stood in fantastrc texts is dellmlted by the non—authentlcatlon proce—

dures employed w1th1n the dlscourse.. The 1nstab111ty of the flctlonal:
'world is generated by the’ type of narratlve procedures Wthh have been
'dlscussed,_ 1nce stablllty can only be a result of»the manner‘of presen-
‘ tatlon of narrative'circunstancesfand eyents; We. have seen that thea
fantastic tales under_study share a range;of_basic dualities, and,enploy-'
:mechanisms‘which result'in a tektual-ambiguity,fwhich provokes_reader

‘.1nvolvement and 1mag1nat1ve part1c1patlon. It hasilong been recognized '

“ g2 %”2»’;’

- that fantastlc narrative expﬁﬁ@ts a sense of mystery and forebodlng, as

well §§ potentlal reference to the supernatural . What 1s more,lnter—

4

'estlng is that the reader -of fantastlc narratlve is confronted ‘by a

'flctlonal wordd, the very. ex1stence of whlch 1s 1ndef1n1ter -and whlch

»

_presents problemslon the s1mp est level of understand1ng what "happens ot

v wlthout_clear textual 1nd1catlons, the reader's task of interpretation

. b : : . .
' & i '’ 5 .

-or elucidation becomes enormously complicated, .and any possible further

extrapolation, to use»Wolterstorff‘s{terms;vis blocked.ﬁ3

4
b

What ' is ”pOSSiblﬁf dependslentirelyfon what the narration estab—df
lishes as possible. - The non-authentication of both alternate explana-
tions creates the well-knowm hesitation of the fantastic. A close

’

52



'readlng of-the events does not yleld a solutlon to the amb;gulty found

,},

&
in fantastlc narratlve, becauseftextual lndlcators do not,%gpport either

%
T e .

explanatlon adequately or exclus1vely - Two' sﬁory 1nterpretat10ns, or.

more prec1sely, two accounts of events are mutually excluslve and equally

LN

."‘
y *

(in)valid. Brooke—Rose is more'expllc1t e a
The complex1ty and subtlety of the pure fantastlc lies in 1ts
absolute ambiguity, so that 1nstead of one diffuse fabula we -
have two clear, simple, but mutually exclusive fabulas, and ,
consequently a superf1c1ally transparemt; non-replete (eco- 64

"nomlcal) SJuéet, which 1s in fact dense and utterly baffllng

: No matter how the reader may try to reconc1le the’ accounts, textua% manl-
pulat1on of. permanent gaps in both dlscourse and story will prevent any

' clarlflcatlon, and relnforce the textual enigma ) ' ';,§§1A'

In an unstable narratlve world, "reallty" is never establlshed cate—”

‘gorlcally, belng dependent on an amblguous manner of presentatlon. vlt

o ,

' has been suggested that a narrator s rellablllty is requlred to. produce

a fantastlc effect.. 65 Qu1te on the contrary, although there are ercep— '

3 tlons such as .the luc1d, compact prose characterlzed by ‘the prec151on 1iv
. \ : S

and understatement of the pedantlc narrator in Merlmee S La Venus d Ile,

the observatlons of a narrator generate more of a fantastlc effect 1f
con51dered doubtful, and his attltude dublous and equlvocal His world‘
v1ew need never be "accepted " A p0551ble world 1is more or less con-

'v1 ncing, largely dependlng on the narrator S rel1ab111ty and the author- .

\

-hlty vested by narratlve conventlon If the narrator S authorlty is.
'underm1ned by the klnds of measures we have analysed, then the only

"re11able" source of authentlcatlon 1s lost, and it becomes p0551ble for",

-

ta narratlve’world to be created where there is no authentlcatlon Al—

though all events become in thlS case "poss1ble," none of them achleve

a "true status, and amb1gu1ty dommates.66 _ -

,.v :

A



‘_;_ | ?- SR ‘: ‘:1 1”%@§t "v/;f o fsa ;

_ N _
Although 1ndeterm1nacy is random 1n fantastlc nar Jtlve because of

Qﬁ‘tural 1ncompleteness:or "radicalagap" of postmodernlsm. Fantastlc te\ts

do not‘destroy entlrely the_mechanlsms of narratlve authentlcatlon; -

. " -
' -~ .

' Dolezel explalns that 1f the norms of- authentlcatlon are abandoned a

.

/

’ thlrd category of "w1thout authentlcatlon" must be. added/to those of

¢ ' b
"authentlc"'and "non authent1c2" Otherw1se we cannot account for the”

construction of a narratlve world because the non-authentlc motlfs wbuld

- not yleld such.a world 67 Even texts llke those analysed 1n .this- stUdy

>
e

do construct narratlve worlds whlch can,be dlStlﬂgUlShed as such but

simply do, noa; authentlcate those worlds -Dol-"ezel con@e‘s that "-...two '

basic. aspects of alternatlve narratlve worlds should be kept separate

68

_thelr 1ntroduct10n (constructlon),and their authentlcatlon."

.'vEstablishment of.basic;narrative‘reality~ .

Fvery work of f1ctron establlshes for 1tself a ba51c narratlve

"reallty" whlch is more or less apparent to both characters and readers

3

o, The nature ‘of "this process of, world constructlon has been examlned 1n

Jhe 1ntroductory Comments, as well as the notion of degrees of dlfference'

.

'from any actual reallty Clearly a reallstlc narratlve aSsumes a link

between the llterary work and the real world since the subJect matter
- is pos51ble in the real‘world, and even “true to" that real world, In-
’ : ’ _ _ o : o e
-fantastic,ﬁarrative——at_leastiasvexemplified in the Stories under study

,——the flCtlon is separated from actual reallty, w1th m1n1mal reference

to an external ‘world. 'The flctlon remalns v1s1ble and obvious Fic; i

vtlonal "pos31b1yat1es" are, dlstlnctly autonomous, w1thout reference to

external truth or w1sdom., In fact, fantastlc narratlve may not serlously

’underm1ne the reader s understandlng of the actual world The laws of

«
:
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nature are not challenged Lfiany extr

the flctlonal ﬂorld

-8

'14'.‘ e
dellghts in its own:sclf suff1c1ency »and ﬁs%not espec1alﬁy concerned;

)“ e o
w1th prov1d1ng "51gn1f1cance" for the real world, 1n the way'whlch more
~ ,.' -
: reallstlc narratlve dOes.

'Naturally,vthe kipd of'basic world created-by a narrative-will '

' always depénd on the aspects of the real wprld.whlch appear within the

story, and we have a tendency as- readers to categorlze story, worlds Qilth
reference to our own understandlng of the ‘actual world, as we have been.
taught to percelve 1t-—as a "paramount reallty v In fact, DoleZel has ' T
'”observed that 1t 1s helpful to thlnk of a ba51c narrative world which -

R
corresponds tcyour actual world (perhaps that of traditional reallsm)

. to whlch we can then relate other poss1ble narratlve worlds as alter—

natives. This ba51c narrative world would be constructed by narratlve
'statements Wthh do not contradlct statements wh1ch we construe to be .

true of the. actual world; for example, narratlve agents would be human
in terms of propert1es and the ablugty to act. 69, Clearly the worlds of ¢

‘

the selected fantastlc tales gre characterlzed by a modal contrast with ,-"

A

such a basic narratlve world (although they remaln worlds of living

>

"belngs) but the prec1se arrangement of the modalltles of p0551b111ty 8

and 1mpossxb111ty is not clearly establlshed by the ‘narration. ' T

e

J0
The apparent ba51c reallty 1n all of the stories is that &f a worldv

fWhICh 1ncludes events phy51cally p0551ble accordlng to natural laws-- .
'vworlds where the “expected" should occur,” and sometlmes does The . tex-

’ tual "reallty" is not that of the supernatural, otherw1se the storles

would be purely marvellous. Yet the basic real1ty 1s not 1llustrated in /f\\

o r ’, ',
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1ts cohereit totallty Only a part of a world is presented in any storv
: ¥

- but in these fantastlc narratlves, the foregrounded elements are not

suff1c1ent to create a stable or deflnltlve world ) Baslc reallty has an

I3 3 o -'§'

1ndeterm1nate status——lt falls to e‘<h1b1t suff1c1ent‘ev1dence for its

9 ) ¢ . N J . . ) B
b ¢

'ex1stence.thherfantastlc usually 1nvolves a deflclency or lack which‘ Q_

promotes the-fantastic‘sequence (somethlng s1mllar to the ba51c "lack"
Iy

of tne falry tale); and within the narratlon the i mpllcatlons generated

‘ byvthe narratlve statements only serve to hlghllght that def1c1encv-—a

‘def1c1ency Wthh leaves the basic narratlve world 1nadequate in terms of

-9

: explanatory force In other wordg what 1ll “happen" wll1 not be eéx-.
ffpllcable within the meagrely establlshed cghflnes of a ba51c narratlve
world The determlnatlon of the flctlonal world through narratlve/des—

- -

4cr1pt1ve sentences remains 1ncomplete andEW1thout totallzlng 51gn1f1c-

J

ance No amount of meta—narratlve commentary or subJectlve narrator 1n— :

: ,tru51ons of the sort Wthh have been dlscussed will replace this ba51c

° S ]

’lack of world def1n1tlon On the contrary, such mechanlsms of narrat10n1

only serve to obscure any fragment of ba51c narrative reallty whlch may \

: i o ' ’ v : o \.
"~ be eyldent o . - S R .o

Obv1ously some narratlons offer more - sense of a basic reallty than

>

:_others The*Portralt for- example, establlshes a "real1st1c" story which
‘sdeplcts altalent d1551pated in tr1v1a11ty and greed, and contlnues w1th
this reallty even after the "dreams" eplsode, as 1f nothlng extraordlnary
has happened A ba51c narratlve world is maintained throughouttheb
‘Chartkov story,pwlth the exceptlon of the "dreams" and final CrISlS-—
.factors Wthh 1ntroduce doubt<about the natural explanatlons " But the

textual role of a b351c narratlve reallty 1s not always so clear. It

~ seems’ that the aﬁchorlng of\the supernatural elementsvin someﬁsort,Of
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""noﬁhal" routine reality is essential to the fantastic, otherwise there

,could ‘be’ no contrast empha51zed beﬁween the natural and supernatural

'aspects of the story, and hence no - cause for the essentlal hes%tatlon

¢
between p0551ble explanatlons‘of story events. The reader must;percelve .

at least.a'partial set‘of intﬂinsic‘laws 4f possibirity'and necessity.

3

\
' We look in fact for some klnd of "style" or‘pre supp051t1ons 1mp11ed by

.

the text, which will LEll us how an. 1mag1nary world 1s to be recelved——-»

‘for tralts w1th1n the narratlon whlch muy 1nd1cate an overall pr1nc1ple

<

of)story reallty “We llke to assume a ba51c reallty Wthh can- then

‘branch to'a secOnd.ontologlcal zone,(or'to secondary—levels of reallty)f.

' as soon as 1rreconc1lablc 1ncon51stenc1es are d1scovered w1th1n the ap-:

D ‘\'-.,

v‘parent structure of the story reallty ‘But fantastlc narratlve puts’ 1n,_

(]

“doubt these ba51C'dlst1nctlons,;51nce the'domain'of narrative-reality'be47i’

. L
2 g

comes obscure. Although postulated as ex1st1ng and capable of under— .n¢

. going attack by an intrusion of the supernatural textual reallty 1s less

! onventlonal" than we may*be accustomed to expect In fact; whlle'nar-T

ratives 'ike The Portralt do seem to establlsh a ba51cfreality which -
deoends upc " a "natural" oﬁtology,,others'do not even?eStablish a de-

finite distirction between the ba51c reallty and the supernatural ele- -

ments. The more deflnlte ba51c reallty of“The Portralt-does not.lmprove

its"fantast:: quality.  1In fact, without the second part wh1ch serves to

™

introduce more emphatlcally the "other" woirld, the story would be purely
uncanny - < B | . L g
In Hoffmann s stories under dlscu551on, a basicfreallty 1s not

. ’\‘ SR

routlnely establlshed The flrst -person narratrve of D1e Z!\benteufeﬁr der

Silvester- Nacht does not permlt a clear baslc reallty to evolve—— what

" "happens" only confuscs any perceptlon of ontological zbnes. In .



;jDe?tgoldenevTopg, within a few lines of the beginning,. the threat of the

..

.sgpérnatural‘has'already imposediitself onto‘@hat‘should;be‘a basicﬁnar~.

lm raﬁave reallty, 1nstantly de-stablllzlng that narrative world. But
R Ay

Tha Nose is the ultlmate example of the potentlal lack of .a basic nar- ‘5_ i

'5 Live: reallty the domaln of "reallty" cannot be dlstlngulshed from a

'second ontologlcal zone. The two are fused the Eunnatural" 1ntegrated o f

'almost,instantly intO'the story reality; each as inComplete'andkambi—
RN s ' 3

"guous.as thefother. Only because of the framlng effect can any basic

narratlve world be 1dent1f1ed 1n/La Fee aux mlettes The narrative‘
a 7 v .
reallty can oﬁly include that of the framework story, and the “re : ‘5"'

searched“ world of Greenock ‘Michel's experlences cannot be categorlzed ~"“ ‘

conclusively EJén these generallzatlons prgve problematlc, because 1t *Z'“
{;s w1th1n this "baslc“ world that some extraordlnarlly odd events occur )

(such.as the blrths of the "marked" chlldren), so that the 1mp11catlons
,‘g.A

D‘r’"

‘of- the second ontologlcal zone encroach upon the fyamework narratlve

e
. E

through Dané%l 's" research ’_-;ﬁ‘v - _ - .;ﬁf - - f°b

~

Hybrid worlds f“r"}ff A-uﬁ*“w

v E “' !

#705°
As we see, baSlc narratlve reallty may  Ja Subject to an lncomplete

deflnltlon, and forced into a llmltegrﬁéﬁtual role. It may also be
:%}3? :

subJect to the radlcal 1ntroduction of supernatural elements, whlch

4/ “ :

"f'.

are an excegtlon to the reafk Supernatural eveLts 1nexp11cab1y defy

the natural laws of even, the most flimsy,of basic realities in fan-
gstic texts. Such events mayrrange from the merely Uncanny; often*with

13

‘xfi strong psychologlcal empha51s as 1n Der Sandmann, to truly radical: 1n—

truslons from-a second ontologlcal zone. Whatever is presumed to be thev

familiar, expfcted representation of reallty.;s;lnterrupteduby incursion -
o N S ‘ o Lok o
from a supernatural sphere--not necessarily involving fear, but often:

;



¢ .

-'threatenlng because "dlfferent," and destructlve of narratlve world
bharmony.-.A(breach of - he normal order o reason and loglc occurs, as
the supernaturai'influences 1mp1nge on routine Qﬁfe, affecting-personal‘

interrelations and the most basi¢ conduct of mundane existence fér .the
' v V e i ' L
characters. The extreme case is The Nose, where the "“supernatural® in-

. . 4 . . . ) v
trusion is of the most brutal and bizarre nature, although somehow
. "acceptable" to the,characters in spite‘of the ﬁormal background for the
: event. " How the characters.. accept the supernatural w1ll 1nfluence reader

_reaction; and .of ‘cdurse relate to the secohdary levels of reallty The :

e

supernatural may be 1ntroduced 51mply as a ba51c story "condltlon" as .in’

La Fee aux miettes,: w1th the quest for the smgmg mndrake,*:hemp){(o—_

-

gress in an ever- 1nc ; rhg upernatural empha51s.

In Hoffmann's tales th S ah open invitation to the reader to

abandon hlmself to the strange worlds In Die Abenteuer der Sllvester—

Nacht, the reader is actually requested not to try to dlstlngu1sh between

o

zones of realltyéag é?acter worlds——no "answers" w1ll be possible ,or

even relevant' '"F?ntasy" w1llwwor st with reader - 1nvolvement and

v
Lt Ta

LIPS o AR
w1lllng acceptance. ﬁn Der Sandmann," iﬁe narrator expresses k! smllar

D . . r‘ l ,

Apeed-to express }nner v151on," and to encourage bellef so that the read-

er wifl be dlsposed to the fantastlc or,"wonderfai" elements. A similar

o RO ® -
stance is’ taken 1n Der goldene Topf 1n order to 1nvolve the reader s ima-

glnatlon, w1th an open declaratlon of ‘the 1n¢entrbg to reveal the realm
70"

of the supernatural

Such proposals have no place 1n $ogol & tales underwstudy, which .~

' make no pleas for reader 1nvolvement or sympathy, and do not propose \‘
2.
' blatantly to reveal a supernatural sphere “~Gn the contrary the super—
./” . nl
natural is revealed in The Nose as a klnd of narratlve fact, as in a
- . . N s S x

N . o .
AT , N
kg A . -
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60 -
fairy_tale,_yet nonetheless disturbing,'inadmissible, and‘"nnreal"’tof
. T

‘any sane reader. The supernatural event 1s perhaps a re»ersal of ex-

‘Vpected realitv, but it is taken as realitv or some sort of “unrealltv "
When hovaliov s nose appears ridlng about 1n a carrlage, dressed properl?

‘as a civil counc1llor, the'event 1s»descr1bedvas "1nexp11cable" and‘an
: . : . : : T S . .
: . 7 o o o
 "extraordinary phenomenon." ! Otherwise, the description is matter-of--

Al ¢

fact——the'eventisimply happens within narrative’reality eVen,though the
entire narrative world is not bizarre. ‘But it seems tol“happen" only

ntiCally-—the fantastic is engendered’by words. There is produced a

M 3

verbal fangfsy, in whlch thé nose. has a certain semantlc ex1stence Wthh

S

'1mplles a "real".existence; but whlch is never substantlated! Gogal ab-

5 .o i)

tempts to go beyond words with wo?ds. The supernatural_sphere'is‘denied

authentication by a kind of narratiye "play".which is involved in the
. telling of the story. 4'} . -~

o
4

P

As ev1denced by the analy51s ‘of the nar;;%ive transmission, the

credibllity of the supernatural is not built by any dellberate quallty of

“harration or mechanisms of narrative representatlon; Qn-the contrary, .
. : ) o . . : & . ‘ .
the inttroduction of the supernatural constructs a second ontological zone

without authentication,.and subject to permanent indetefminacy precisely
because of the strategies of narration, which only serve to imply what
"happens." - Since fantastic texts focus on the supernatural, the dominant

ambiguity‘concerns essentially only the reaction to those supernatural

elements. -In fact, it is the non-confirmation of the very existence of a’

' . . L °

supernatural domain which produces the amhiguity.and reader hesitation
characteristic of the genre. . Because of the mechanisms of narration
- which have been detailed, and because of the frequ#nt introduction of the

supernatural through nnreiiable‘character statements and/or focalization
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natural is never categorlcally conflrmed In the marvellous, the super—-
‘natural appears as a phy51cal fact—-as réal as the rest of tne-story |
reallty,’and 1ntegrated 1nto one ontology But rn the fantastlc storles
under; study, the supernatural events seem'"credlble" inva least two d1f—
'.ferent senses& s;nceﬁtheyvare "po551ble”c1n.more natural;termsffby'posf -
:tulatingudreams~or madneSs,’for‘inStance;f- ' | VRN
‘Only;the:semantic factOrs'of:indeterminacy'can create.such a'muitié*“
"‘perspectrvism therally, the lack of detall, or the prov151on of mls—.
leadlng and puzzllng detall, can éstabllsh the fantastlc effect There
must be of course enough of a .sense of- reallty prov1ded for the events
: to prevent thelr perfunctbry dlsmlssal by the reader, but no substantla—:ﬁﬁ
_ tlon must domlnate or: seem rrrerutable, otherw1se the fantastlc effect
”w1ll vanlsh In fact, the narrator need not make any dlrect reference’
v-to the contradlctlops 1nherent in Lhe fantastlc vorld and the storles
vare more challenglng where there 1s O such dlscuss1on Explanatlons areh:
then denled, Wthh could support elther code of understandlng The/lack4
J'of deflnltlon of the.ongologlcal zones has‘been 1dent1f1ed ln terms of -
‘the delrberate-provocatlon produced by theb"lnadequate" narratlve procee e
f:g'dures,, (Or as Todorov explalns, the actual perceptlon of the superna— I
:tural events obscures theusupernaturaly;tse;f.)7?t; \ye ?Jd |
Tradltronally, thevsupernatural need never be "proven". 1f rt 1s
o present an authentlcated 1n a text, that presence is self—deflnlng, and?;

, b

fneed provoke no further external questlons, very much 1n accorda” e. w1th ‘

‘,L,the ba51c pr1nc1ples of p0551ble-world semantics. Yet 1n fantastpc nar—,i‘

(

”f'bratlve, we are provuded only w1th the assurance of a def1n1te p0551b111ty,f

,that the supernatural has occurred It can never be fully ellmlnated by Q‘

o~ ,-A’--' AT
; SRR
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’ implies that‘it,can eXist,vsince'not'denied Even 1f on the surface

v

'{the apparently supernatural events seem’ to result rfom halluc1natlon or f@%?
v . < . ”‘ .
dream, as in the flrst person narratlve of La Fee aux m1ettes, the reader'
“__retalns the 1mpres31on that these events may be part of that narratlve

o

world and really happen The more "SOlld" narratlon of a story like

'}.La Venus d'Ile couﬂﬁ be Judged to prov1de a less exc1t1ng brand of, the

s

fantastlc, although permanently ambxguous, because 1t remalns only an
ljaccount of what seems to happen, and does. not 1nvolve the subJectlve
‘semantlos of an "1nvolved" narrator.,J
1.We know from ektantstudies{of'theyfantasticfthat'a'narratlv%‘may:

suggest a supernatural explanatlon, yet not verballze 1t 1n categorlcal
t’terms ‘The supernatural explanatlon is often "preferred" as a. tentatlve
sflnal evaluatlon sO: that a story leans towards the‘marvellous .,LlKEW1SG,?
'lt may suggest a,natural-or_uncanny efplanatlon( yet not refute'the |
.supernatural.Outright._ Supernatural events can seempmore*or less.incom-
hpatihlevvith_whatvls;seen'asiaebaslc narratlvedreality‘br ontologloal;“p'”*
zone._fIn faet,ias‘thedreaderhtries~to transform:into certainty-what is :

’ only "poss1ble" in the narratlve WOrldr

,h1s 1nterpret1ve act1v1ty Wlll
We have seen the dev1ces at -

work, but an exp11c1t example of the dlfferences between the two ver51ons

7 o)

'” hof The Portralt w1ll clarlfy how narratlve transm1551on Can build. two ‘f'

o~

N very dlfferent 1maginary worlds x I :‘>' . _ I

The flrst vers1on of The Portralt, publlshed in 1835, pro;ects a.’

.mythologlcal or. marvellous world, 1nclud1ng states of affalrs whlch

. Rl '
j \could never e’ actual 1n our real world, but for whlch a supernatural ﬁ‘

'J‘explanatlon ex1sts"i*l The many dlfferences from the second ver81on haves



. been, detailed-by'Lavrin ' ~and Passage * The portrait is ;”' ppught,
- _'but simply dp/ on the young artlst s wall after havm@
'1n a shop “The portralt figure offers direct adv1ce to exchange artls—

o o
tic genlus and development for 1nstant fame and succeSs, SO that . the

';"dreams" scene is much less amblguous and more supernatural There 1s a’
'more exp11c1t self explanatlon of the usurer s de81re to be palnted——he

. is 1dent1f1ed as the embodlment of the Antlchrlst, half of whose llfe
will go ‘into the portralt 1f palnted well Because of the exp11c1t 1den— »
tlflcatlon and revelation of 1nfluence, the story is much less fantas—
tic; The portralt then appears on its. palnter s wall, and Wlll ot burn
The 1dea is- 1ntroduced that 1n flfty year s time, at ‘the tlme of the new
, moon, and 1f ‘the story be told tha power of the portralt Wlll be extlng—
u1shed ThlS time frame c01nc1des (of course) w1th the auctlon,_and the
’ portraltdﬁn fact vanlshes from the canvas, replaced by a slmple land-

scape ﬁhe story conta1ns a collectlve authentlcatlon of the superna—

- tural ex1stence of the dev1l in the portpalt
: , e

- The famlllar second vers1on of the story, publlshed in 1842 drops%)

all of these blatantly marvelrous elements, removes, the collectlve con-

flrmatlon of the supernatural, 1ncludes numerous "reallstlc" e ements,

undermlnes the authorlty of the narrato;' and prOJects an amb1 ous nar-

ratlve world. Chartkov does not . reallze the ev1l 1mpact of the portrait

B untll he percelves h1s own fallure as an artlst and the Jealousy caused '

by the curse takes hold The story IS‘tOld 1n such,a-way that the se~
N3

ggngkpntologlcal zone is not foregrounded untll Chartkov s cr1$1s and the
‘ second narratlve, by the. end of Whlch ‘the supernatural realm has conv1nc— :

1ngry 1nfr1nged onto the prev1ously bUIlt narrative reality. Only the . o

’flnal dlspos1t10n of the portrait. preserves the fantastlc tone The_

U .



oortralt is said to be “stoleni while the" listener! s attentlon 1s di-
vverted, and does dbt 51mp1y dlsagpear Such a ibaggment alters the tone
‘ 3

*greatly and 1ntroduces the fam111ar doubt(a!d he51tatlon.. (Other aspects

.of the.fantastlc narration of the secondtvers1on of The Portrait are_

examined throughout this study.) — e o _;

The suggestlon of supernatural explanatlon can be seen then to be
qulte dlfferent from an outrlght narrative statement 'The support of

fthe supernatural Wthh is generated w1th1n what seems to be a ba51c nar- .

r

rative regllty has the most 1mpact. The search for a causal relatlon

: between facts or.events Wthh appear at first unrelated 1eads to-the.
',.second ontologlcal zone. As 1mp11catlons are prov1ded by the narrator,r
- t

' R
certaln explanatlons become more probable w1th1n the flctlonal world, e

ab
l

" ‘and in fantastlc texts, these tend to be supernatural causes.‘ In-terms~'“y
- LN . ",3'

:of 1nternal coherence, actual pbys1ca1 facts serve £o" substantlate tho i
PR ‘L 5 %',..
- supernatural, espec1ally 1f another 1ndependent character becomes 1n—'_

P

volved Examp}es WOUld be the role of the co;ns 1n The'Portralt,uor

‘I

.Veronlka S 1nvolvement 1n, and understandlng of the snpernatural 1n

A
v
a,- -

Der qoldene»Tpr In Der. Sandmann, Clara does not bellevealn the super— f,

natural, and does not become 1nvolved 1n such events, therefore” she

Voo A o4
.

_does not serve to substantlate the events wh1ch 1nvovbe her 1over, as <
. ro ) .’ : 'A . '.‘4

Veronlka.does. The examp1° of La Fée aux mlettes is espeelarly note-’,
¢

worthy, because of the use of 51gn1f1cant marglnallz supportlve detalls

.Mlchel is 1n fact. opulently clothed and adorned W1th gems “He .does B

t

seem to know all languages —certalnly he knows Engllsh, French, and
"Hebrew. The‘name’"Belklss" appears in the Hebrewxlnscrlpt;on, and 1s
:corroborated'byithe'old‘Jew: the name is not limitedyto'Michei's‘imadinF'
'fationr ;The reports onsthe fagheriand uncle who_"serve; the;princessv

y



':yconstitute“also.a‘kind'ofwsupport for what happens to the protaoonist;'>
But all of these things are_told bygthe narrator/protagonist vithout‘eg—
'ternal authenticatiOn.- From within the framework narration,rthe fact
hthatﬁﬁichel does not returnfto'Greenock does notrproveathat‘he has flovn.-'

IOff.to a glorious.new supernaturalflife. It is Significant that the'

-practlcal Danlel cannot.flndf”
'that this person has béen
‘-M%chel 'S extraordlnary ewperlences acknowledged by the characters ques-’
:tloned Such support would not be v1able 1n‘a fantastlc narratlve ‘At
 best the "other" world has an 1ndependent flctlonal status prov’ded by d&
;flts appearance in book form—-a status not w1thout dlsturblng 1npllca—

tlons. .Certalnly.the framework_narrator never clalms that Mlchel's

story vas_about reality.

The result of this: 1ndeterm1nate status of supernatural 1ncurs1ons

is of course- the coalescence of ohol

cal zones, both w1thout authentlc—

atlon. Because of theipropertlhs oﬁ%@%e arratlve statements, the rela—

iey

tlonshlp between ontologlcal Z0ones, -is unstable, creatlng a hybrld world

where there evolves an lncongruous mlxture of elements which would be ex-

3

pected in our real world, and those which could not actually happen
‘Thls co- ex1stence of spheres, which seem to be related in: an 1ndef1nable

,way, exacerbates the already dlsconcertlng nature of the subJect matter

l - ‘
of fantast1c tales——creates a double problem of - understandlng ‘Not only

do events seem 1mposslble, but 51nce no ontologlcal category appears to.
S :

domlnate w1thout amblgu1ty and confu51on, all narratlve truth values

.seem lost. The narrator can relate all manner of "1mp0551ble facts" 1n

N

the most routlne way, as in all of the selected storles, and especlally

in La Fee aux mlettes, where Nodler s taste for the marvellous tradltlon

A
“ .



-lsdabundantly evident.' Yet no:narrator ot:fantastic tgles,is ever:able
to 1ntegrate the supernatural. event( )'intobhis:routine understandinghof
- reallty; Slnce everythlng is rebounted as happenlng w1th1n the same
general frame of reference, that is, everyday exlsten a Klnd of g_;%:
berate confu51on develops about the 1ncompat1ble domalns and a duallty
of etperlence and ex1stence, whlch are governed by/conﬁllctlng modalltles
gxtent of any supernatural 1nfluence is ‘never clear, 1n a narratlve
world where such events are_allowed to occur w1thout any narratorial
approval or agriement' Contfar to marvellous narratlve, an explanatlon
is needed, although w1thheld ‘Between thlS "other world" or second d1—

men51on and the "natural" narratlve world there is a gap——both zones

remaln 1ncompat1ble and mutually contradlctory

It is thebinteraction of'ontological“zones which provides'fantastic‘

narrative with its unique tensiOn. Nodler wanted to see ordlnary thlngs
1n a "fantastlc" light, and to present- the marvellous and the verlslmllar
w1th1n one text It is that overlapplng of two ontologlcal zones whlch X

4

L not only creates the recognlzed hybrld world structure, but also lncor—
porates, by semantlc means, the most bizarre narratlve statements 1nto
an 1ndeterm1nate and prov151ona 1mag1nary world If the "unreal" be-

comes 1nt1mately connected w1th reallty, it competes for prlorlty w1th

 the reader s apprec1atlon of a more routlne reallty, and. 1n fact gener—

'ates a multiple reallty Wthh cannot be understc w1thout permanent
mulitliple

o

‘confu51on..‘Martlnez—Bonatl explalns that "...dlfferent flctlonal‘sys- :
; tems of reallty not only can coex1st 51de by 51de—-succe551vely——1n a
51ngle world (plurlreglonal1ty) but they can coalesce'and corrode each

79

other _contamination, ironization, estrangement)." " Only the narrative

- o

"'transmission can effect this mutual influénce. - @

Y.



' _structured, unllmlted access between ontologlcal zones, the prec1se

PERAP R o I PR

Whlle we. recognlze that hybrld worlds are contlngent uoon an. un-

;‘;‘;Jigl
naturé of the p0551ble connectlbns remains as obscure as - the language *‘:fl ~

’ R
Wthh descrlbes them. Der Sandmann prov1des a perfect example of a nar-' f T
Y ‘Q .' P

rative procedure Wthh 1s used to 1ncorporate the supernatural 1nto nar— '

N
5 .
TN

-ratlve reallty;w1th alarmlngly subtle amblgulty The narrator 1nd1cates J}'éé
that there has been a fire, and that Nathaaaele posse551ons have been |
'moved in hlS absence to a room dlrectly across from the professor S -
‘ house. ?ut he also says that Nathanael d1d not f1nd this- strange,‘there%'v'g

T-by "telling" the reader that thls was perhaps a mysterlous event.. The

',narrator then p01nts 21§hat Nathanael can see Ollmpla through the w1n— ;

, dowsastarlng 1n hlS dlrectlon But agaln we are told that the protag— B

. list lends th1s no: 51gn1f1cance Clearly the narrator prOJects a s1gn1—

‘flcance and uses this dev1ce to hlghllght the events, so- that a. subtle,

‘; 1n51d10us 1nf11trat10n of reallty results

R
i v -»

It 1s after all the fantastlc nature of¢real life Wthh the narrator
s :

tries to prOJect. Certa1nly all three authors share the Romantlc notlon

of a "second" reallty whlch overlaps w1th the expected one’ of surface
. appearances Sometlmes horrlble and hostlle, sometlmes exqulsltely beau—iV"
tlful and benevolent thlS second reallty remalns somehow unldentlflable

:and beyond the 11m1ts of both rout1ne, consc1ous perceptlon and the abll-.‘

¢

1ty to. expreés or: descrlbe it. Yet, lurklng behlnd surface appearances, '

m,andmw1th1n the rj'mechanlsms of narratlve commun1cat10n, it cannot be

'denled by the protagonlst or reader. The notlon of - reallty and the words.
" 3 .

used to create it become a mere fagade, behlnd Wthh another realm and

"'process of understandlng lurk What we apprehend in the narratlve trans—

mission as amblgulty is the actlvator of th;s deeper, transcend@nt sense



vof inadequate understanding,

Tran81t10n between worlds

The protagonlsts galn access to thlS spec1a1 sphere,,not only
‘fthrough thelr own "poetlc" or 1rrat10nal natures, but. 90551bly through
ﬁfdlrect-Supernatural»lnfluences. The quallflcatlon~of<thls access alwayS,\\

4!' e
'remalns unclear, yet the exlstence of supernatural characters cannot be .

-9

“f,lgnored as a narratlve dev1ce for effectlng the transition between onto—
f?dloglcal zones.& All of the stor1es under study 1nvolve supposed supernat- .
‘jural 1ntervent10n 1n one form or- another, 1nvolv1ng ‘either adaptatlon,._
dngyetamorph051s, or. dlsgulse,_as well as sudden appearance and: dlsappear;

‘ance Whether the supernatural characters reaIly ex1st or-are mere 11—

g?

lu51on$ is never clear, but they are a551gned an ontologlcal status and

«“\“ur"x

‘,capab1;1ty whlch is dlfferent from those of other characters, even 1f

. %only attrlbuted because of 111u51ons or'fantasy The flgures are thus an'

1ntegral part of the semantlc 1ndeterm1nacy——a sort of embodlment of the -

ba51c fantastlc confu51on SeLdom descrlbed 1n detall, for the reasons
¢ e 7‘;; Coe Q, .
: already c1ted these flgures are not. mere trad1t10nal CllChES, but are

.

. .
part Of the elaborate narratlve structure of fantastlc narratlve. They

v . 9
=

:1nteract w1th reallty, corrodlng protagonlst and reader comprehen51on

‘\. .

1iof both,thelr exceptlonal capabllltxes and the modal:tles whlch govern-

thhelr conduct The extent‘of‘the protagonlsts' 1nvolvement w1th these
‘flgures, whether real or 1magmed, re ;}ef:’es thglr own modal restrlc— _
tlons, so that characters llke Anselmus and Mlchel become llke fa1ry tale ‘

: herbs, as51gned new ab11t1es wh1ch could never be cons1dered natural, al—'

Qn

lthough Stlll poss1ble as’ pure fantasy The-srnlster 1nfluences are lxkes e

Rt s

'wlse never def1ned~—how can ve. ever know what klnd of control CODPEIIUS

R

hasuhad over Nathanael 1n Der Sandmann,l or what klnd of ev11 force the



R

usurer has embod1ed 1h The Portra1t° e e ’g;' L

More 1mportant é@?theJtran51tlon between ontologlcal zones-is the

questlon of correspondence between "worlds" 1n the form/of doubles and ;
counterparts; We can speak of counterparts, or. "ver51ons" of the‘same
.kind of entity For example, Clara and Ollmpla are counterparts in
iDer Sandmann, each seen. by Nathanael wrongly, as the op0051te of what'
they each really are,_so thatvClara becomes 1ron1cally the llfeless

automaton;‘ Ollmpla is presumed to llsten, understand, and apprec1ate,

‘when 1n fact 1t is Clara who really cares. Clara of'course doesﬂnot

~r -

belleve,l-n;\Iat:hanael"s»“delus&en&:n#L sonhe becomes a logical' reasonable*

counterpart to the supernatural sphere in Wthh the protagonlst belleves

She "representS" ‘the basic: narratlve reallty Veronlka 1s’a»somewhat "_2;'”

simiiar. figure in Der‘gpldene TOpf, although Rer 1nvolvement tends to _ B
- authentlcate the supernatural zone. As the counterpart of Serpentlna,
she too belongs to ‘the prosalc sphere,,and must be rejected by the hero
1n favour of the poetlc/lliusory or supernatural There are also two
" _pairs of male counterparts in thrs‘story:vAnselmus‘and Lrndhorst who
have'access to»a poetic sphere, and HeerbrandvandfPaulmann who-remaln d

"imprisoned" in prosaic reality. . . o PO _
e

But thé interest in counterparts goes far beyond this limited notion
of'verslqn, to"the concept of two alternatekincarnatlonsfofvone'indivif:

' dual,co~ekisting in the same“fictional world--genuine doubles, a themel'
. ‘; * 0 - - : K ’
whlch requlres a radlcal manlpulatlon of the semantic traits of com—

posslblllty and personal 1dent1ty 7. Doubles necessarllyulnvolve-mul-

ﬂ .
- tlple Ontology w1thln a flctlonal world,lbecause they are 1n fact alter—

Ys

nate manlfestatlons of ‘the same 1nd1v1dual Wthh ex1st as two dlfferent

flctloual characters;' Only becaUse of-"sh1ft1ng" ontologlcal';ones can



we appreciate each manifestation?d®

" within the narrative world, Pos51-,;.'

a551gned a set ,of 1nnumerable "doubles" w1th1n p0551ble worlds-—"doubles"
whlch would pursue dlfferent or alternate llfe courses.?7 Obv1ously not
all doubles are fully authentlcated and can contrlbute more or-less to
textual amblgulty, but the basic narratlve functlon of: crestlng doubles
is to destablllze the ontologlcal zones w1th1n the 1maglnary world

,whether the doubles are fully authentlcated or not.

In Hoffmann s narratlve WOIldS,.lt 1s the 1nteractlon of doubles_
Wthh provokes ‘most 1nterest and serves most to enhance ba51c doubt and
' amblgulty; Doubles struggle for domlnance, and confuse and often threat—
'en the hero They are 1nexp11cably 1nvolved in a supernatural zone and
vhave undeflned ‘powers, Wthh make them modally mutable Theyyfunctlon in
’two ontologlcal zones-—-for example, the demonlc and the world of everyday’
vreallty--and serve to "represent" those domalns, Wthh the narrator hag’f'
‘splaced in contlguous perspéctlve. S1nce they,“belong" in two zOnes,

'their identities correspgnd with those two spheres. In Der;goldene Topf,

- the Llndhorst/Salamander character has two 1ncarnatlons which seem to in-
© volve metamorph051s. ‘He is espeC1a11y perplex1ng‘because of his Second'
‘non—hUman'self.which impIges such a radlcally dlfferent second exlstence;
- The old woman 1s llkerse a tran51t10n figure w1th the multlple 1dent1-
t1es of street merchant, fortune teller,lw1tch (who can appear 1n‘1nan1~

-

mate forms), and even a former nurse maid.

While these characters are made to appear to'operate in two fully.

separate ontological zones, this is not always'made so.obvious. In

SRRV VR



'Der ‘Sandmann, the reader has dlfflculty in dec1d1ng whether the names i
~TCoppe11us/Coppola are co-referentlal or not ;Fo ple, both names g
appear in the concludlng narratlon, wlth ‘the name Coppellus used fron’t.-
dlStlnCt p01nts of view: focallzed through the protagonlst as the huge

| and formldable COppellus but then referred to agaln by the narrator w1th
.-that de51gnat10n ThlS is a: tantallzlng redupllcatlon of the hybrli
world structure Wlthln'éhe narratlon Stlll, Coppelius 1s-a character
in the story, and technically he can appear intthis sCene. If his.iden—
tity‘is somehow confused with that.of the barometer'dealer, this>Can}be )
interéérted'to occur all within onei"world " What -1s more: 1nterest1ng

v

is’thJ'jCoppellus not- only "ooubles" as Coppola, but as the drea@ed and

horrlgg- "Sandman " In-.this role, he not only terrorlzes the chlld butv'

91 in fact take away Nathanael's eyes- through the supernatural ’

process -7>g1v1ng vision (and llfe) to the automaton His apparent . '

L,

l’powers, whlch seem beyond the natural, 1nelude this capac1ty of Sandman

‘:\who can rob Nathanael of hlS life force, and bllnd him to normal

happiness. .
! ' PR A ) . .., ‘e K " .
A 51m11ar confu51on of how many ontological zones are involved

occurs 1n D1e Abenteuer der Sllvester—Nacht aAs in.the'case of

V‘Coppelius’adE'Coppola, 1t is 1mp0551ble to dec1de whether the characters
.are transformed several tlmes, or are dlfferent 1nd1v1dua1s w1th uncanny
aff1n1t1es The 11tt1e‘brown man,has two faces, two names, two moods,
and two“lives--one dqmestic and_one exotic in.Itaiy. Only his singular
 fate unites the vorld of the manuscript with{that of the Enthusiast's’ "
hencounter. There is a correspondence-hetween‘the Enfhusiast's devil
(der Feind) and the "cOmic‘hook" devil f;gure of Dapertuttofin.the:man-a’

[
.

uscript, but their reiationship'is'never confirmed. Julie and Giuliettas ,

’



who share the same name, are definite transition figures to a second
'ontoiogical zone, functioning as devil/séductresses,“butzthey'may be

'separate 1nd1v1duals or . two parts. of the same belng, 51nce thelr des-’

_ucrlptlons are almost 1deneical

Correspondence is even more complicated in La Fée aux miettes,

v

because not only does the little crumb falry seem to functlon in two

rf,

spheres as ‘both a- real'beggar and a genulne falrv (w1th sidters who are

'bnlnety—nlne reflectlons of herself) but she3;s also portrayed ambi—:

>

4
guously as a: double of the prlncess Belklss "then and now." The tlme

factor enrlches the confu51on dellghtfully, because Belklss seems to be

Y

the young Fée* aux Mlettes, yet they co- ex1st as 51multaneous doubles who
’ presumably can 1nteract w1th each other in another form and not only
_metamorphose, as on the eve of Mlchel s departure The semantlc poten-'

‘tial of this kind of “twice doubled" character (beggar/falry, three

thousand year old faiﬁy/Queen of Sheba) 1is enormous, culmlnatlng in tl

» presumed fu51on, on fulfllment of Mlchel S quest

~ Gogol treats the question of correspOndences'between'worids quite
v . VAT - ' , .

-differently.’ while the usUrer/demonic.figure in The Portrait is certain—

,ly-a'kind'of ambiguous double in many ways similar to the CoppeliuS~fig- _

_-ure, and the plcture "come allve" can be seen as a varlant of the "double"'d

v

-~ theme, it is 1n The Nose where an 11kely double is created Whlle there\

is ne 51gn1f1cant duallty of existence as. in the w1der fantastlc tradl-

: tlon, certalnly the nose 1tself becomes»an independent 1nd1v1dual, self—'
_declared as_such; and able to carry on an independent existence,‘ One 1n-
- dividual is split into two--a part (who cares‘which'one?) becomes a 3)
- - : o . ’ ¥

'whole, without further‘intimate‘reiations with that whole. Certalnly a.

part of the human body 1s not expected to develop abllltles to act



1ndependently, yet thls ex1stence 1s never quallfled by the narratlon,
whlch does not presume or . stlpulate any partlcular type Qf unnatural
| 1nfluence. ‘The ult1mate absurdlty is that'the "hero" and hlS wayward

nose/civil councillor resemble<eachvotherAchey are both pompous im-

. . . . : K Q: b . . X o . . ’ :
T posters, concerned only with ambitIon and soc1al status, and lacklng any -

. -

'ba51c qualltles of humanlty, and are perhaps even "mlrror 1mages "It

f)
is 51gn1f1cant ‘that 'in Die Abenteuer der Sllvester Nacht the mlrror

,1mage ¢can also be seen as a double or alternate dream ego 1tvsets the
‘perfect example for Gogol S llterary nose.?§. In the earller vérs%ﬁn ofV
The Nose, the "double s" authent1c1ty was w1thdrawn by the narrator s

f1na1 Judgements about the dream status of the, events, and not left open

RS

and amb1guous_as in the edltlon“of 1842.

Questlons of correspondence between ontologlcal zones prov1ded by

7-'the counterparts and specifically by doubles become 1nvolved ln larger

aspects of character authentlclty, and the 1nterrelatlon hrp of 1llu51on
, and'reallty These problems will be approached respectlvely w1th1n the

context of levels of reallty (Chapter Four) and,the correlation between

’

- the authent1c1ty of)ontological zones and,levels of reality.(Chapter

YFiVG).Y . N ) o . 4

Y

In addltlon to "human" counterparts, objects become tran51tlon

dev1ces, used by the narratlon to create correspondence between onto-

'”loglcal zones. - Certain obJects seem to allow for acceSS to a super— :

73

natural sphere, because of their semantic treatment w1th1n the narratlve E

transm1531on. Hoffmann employs thé”medalllon/m1rror in Der gﬁldene TOpf

‘to glve Veronlka the apparent ablllty to 1nf11trate Anselmus mlnd ac-

cordlng to the old woman' s plans The mirror as 1ntermed1ary ObJeCt is’

‘-

used also in Die Abenteuer der. Sllvester-Nacht Mirrors provide after

¥ .
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" all ahrewersed,fdistprted,%or at ieast indirECt kind of berceotion.‘ The
Hsbyglass7functions similarly in Der“Sandmann,fwhere it distorts'and sub-
verts normal vision.,'In fact, §he transformation of'vision, or magicai

5

'perception, is an important theme in Hoffmann s work I-‘Der'goldene '

jpgg Lindhorst and the old woman seen' to be able to mahc others see

. things as they wish them to be seen, rather than to actuallv transform 3 "
the real obJects, "Normal" v1Sion can be distorted, in order to dis— L

%v_c0ver another world.: Eyes are a favourite of the Romantics, used as

- plot . construction devices.  The whole of DersSand

nn is built on the

A

references to eyes—-those which the "sani 3 k- away, Olimpia's

dead eyes; which take 1ife from Vathanaelf' Clara S remarkable

: 'ortrai% it 1S‘the

4

eyes of the painting which are human, ‘alive, and staring, the eyes of a

‘eyes, and Coppola's "eyes“ fOr sale. And k.

XY

multi®hide of portraits in the- death scene, and the eyes in the would be
religious oainting, all of which link reality with a supernatural zone i
| through the theme of distorted v1Sion The portrait‘itself'is.used‘as ag;Ai
transition device, because of the effect of fear which it pgoduces,.and-
. the sense of mystery about its'real effects, which is maintained
throughout the Chartkov story Because the figure of the portrait re-
mains unidentified in the first narrative, ‘the portrait itself: functions
as a- narrative agent, cau51ng the inexplicable disconcerting feelings
and changing Chartkoy S fate, through & seemingly direct influence. _Inh
La Fée aux miettes, thevminiature portraits in the locket .link the pro-

tagonist to the crumb fairy and his "dreams" of Belkiss. The locket lit-

erally provokes fantasy, but also convinces Michei that he has not dreamt

everything, since it is a real object (even in,the framework narrative)

:.a

The 1ocket represents the poss1bility of uniting the doubles of the Fee

T
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“and Belk1ss, and moreﬂlmportantly, of personally ach1ev1ng the 1deal

,i'unlon by Joinlng an 1nf1n1te, spec1al order. Slgnlflcantly, 1t 1s only

‘as Mlchel launches out on hlS quest that the second portralt 1s revealed

w

Athe unlon of 1nsphratum1imd v1s1ble fact has been achleved,_lndlcatlng .

‘,,the potentlal for some kwnd of ultlmate transcendence of ordlnary reallty

B

- The mandrakc 1s of course a 81mllar tran51tlon dev1ce,_as are narcotlcs R

'ﬂ 'vy LI . o A
‘l
and lntox1cants 1n general fn fantastlc narratlve. These thlngs can. be _

¥

0 e ’ - " . . Q\-

fi_seen as llberators whlch allow access to a more worthwhlle supernatural

:"uvsphere, rather than as mere producers of halluc1natlon or fantasy Both ‘

e

. ‘ ¥h A
Der goldene Topf and D1e Abenteuer dera51lvester—Nacht employ thls de~ i

'zvvlce._ In fact, in the latter”story, the goblet not only‘serves as a A'

‘; offlcfals.'

"'Re—deflnltlon of'fantastlc he81tatlon

L RS ' T CL :
, - e . AR Y e X . v, . ) . N R

t:4
h§

'f‘ rataﬁn employs. Slnce these-narratgve dev1ces are used to 1ndﬂcate-&n a
0 \ .

ff enhance the reader react"n '

of those events.- In co

\trazsformer between "worlds,“ but appears at the party, 1n the dream -

e about the party, and then 1n the manuscrlpt llnklng three separate

levels of qharacter reaLIt?: Dlsgu1se need also be mentloned as a tran— -

,"’ .,,f"

s1t10n dev1ce—~a means for. a narrat‘ 4ag

e

‘:{ 1nﬂ% basic narratlve reallty wSuch dev1ces abound 1n the tales, fron ;

5

.:\"-_._ . “

dlsgulsed "dev1ls," to hoses whlch can masquerade as, hlgh ranklng ‘

v . ..
+ *

-

Oiearly the most obv1ous prlncnpledyrvolvedlln fantastlc texts

. T
,l .‘. "

that of a permanently amblguous perceptlon by the feader——anOlves all

o§ the mechanlsms of tran51tlon between ontologlcal ZOnes whlch a nar—'_f.t

. «@

prov151onal way what occurs)ln tne flctronal world, they.consequently
. 1 , . . ‘\ N
he51tat10n towards the ontologlcal status

-
Y

in tlon wlth the other aspects of the fallure _?
to authentlcate the narratlve world, such mechanlsms pgoduce the

o H e Tl e

"
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tdestablllzed atmosphere where nelther the natural nor tbe supernatulal ._-f

'.events are. allowed a certaln ex1stence T e

Even on a casual readlng of the selected tales, 1t is obv1ous that

'<uhe 1mag1nary worlds 1nvolve a range of moual p0551b111t1es whlch are

.|~ .
,”SImultaneous, self- contradlctory, and radlcally 1ncongruous The nature

ifof a hybrld world proh1b1ts the forc1ng of the amblguous world 1nto any Ql
i.s1ngle ontologlcal category. The‘ten81on between opp051tlons'must‘rema1n '
‘j——lt results from the refusal of the narratlon to resolve a ba31c con— -
”,'fllCt or contradlctlon between two understandlngs of textual reallty

i ;Because of the tertual constralnts of the created world, reader he51ta—
‘.qu h -

tlon is permanently encoded w1th1n the narratlve amblgulty

°

‘fBearingffn'mind the introductory discussion of - the challenge which
'|\" o« .

'7faptast1c narrat1Ve=prov1des for reader re—constructlon, it 1s now. pOS—.,ﬁ

- s1b1e to add that'the“prOCess of he51tat10n does not permlt any adaptatlon

Al

. >,
’._'by)the reader to the events and tnelr 1mp11catlons Nor can the reader s
. . ~

",experlence cf he51tatlon remaln externai and 1rrelevant to the narratlve
iworld expérlenced (as would be the case in Kafka!' s works) In'the-Fan—
K N .,'_‘.r
L tastlc teyt, reader he51tatlon is fed back" lnto the dlscourse, and is

. consequently cruc1al to any apprec1atlon of the.fantastlc / -
A o : ‘ ,,»

M

-
»

e

(

: . ‘ o
ThlS sltuatlon results from the ever present, rat10na<’ "our world"wu

» [Re

fsslbllity whlch per51sts 1n all purely fantastlc texts. We know that

~

narratlve worlds are understood by tﬁe reader-acc0rd1ng to loglcal 1m-""

v

pllcatlons, Wthh we have seen to be completely llmlted by the nature of

_ the narratlve assertlons" And we see that he51tatlon results because

the characters and reader are- confronted by eveﬁts whlch do not conform
Q

to the apparent laws of the narrative world, 1thout a radlcal re-evalu—

. atlon of those laws, or a denlal of the reallty of the event."But'lt is



thls search for 1nternal probablllty Wthh is thwarted by’the narratlon o

S~ -

1tself If the reader is not told exactly how -2 ba51c reallty functlons,

| he cannot Judge which explanatlon is most 1nternally probable w1th1n the

W

K3

world Reﬁdeg expectatlons are thus” denled £6 the extent that, although

the*purelggnatural eﬁblanatlon may seem in fact less prabable w1th1n the . ‘

o

flctlonal;world,‘the reader is tempted”by~his.own beliégs.to accept it as
‘ 3 :

-more likely. ThlS happens because ne is denled the eVpected senantlc

factors of persua51on Certalnly the supernatural cannot be fally

ratlonal1zed away——no natural explanatlon can stand alone, as complete and

)

fully adequate. There may be no, narratlve stress whatsoever on the val-

: 1d1ty of a,ratlonal view. But in fact, external ratlonallty obscures tnel

dlrect apprec1atlon of the textual "truth," in the reader s attempt to.

..

ration 1lze the faGtS; glven the fallure of the narratlon to orooerly

l'J ~

. estaollsh an unanblguous narratlve world The p0551b111ty of a ratlonal

‘explanatlon——never denled textually as an optlon, problenatlc and uncer— .

' w1ll remalﬁf) ,\.. - TSR e T

SN
ta1n—~1s therefore a means of mlsleadlng the reader The 1nexp11cable

. v

—
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v,another ontologlcal zone* eklsts and becomes part of their reallty, or
‘whether everythlng 1sa'

4asrdreams, madness,om

‘Chapter Four:-lLevels of Reality and Narrative Transmission .

v

Because the concept of fantastlc he51tatlon not only 1nvolves onto— )

._loglcal zones, but also the secondary levels of reallty of characters,

it is p0551b1e to see 1n less abstract terms how the'reader 1s able to
K

-’attempt a ratlonal explanatlon of story" events. To fully apprec1ate the"

' 'dellberate provocatlon of fantast1c narratlve transm1551on, we must ex-

*pand to a dlscussion of .character 1nvolvement in narrative reallty.4LIhe

protagonists'wonder’whether:their'experiences aré real, in‘which case

"llusaon produced by natural causes such -
\ :

or puge fantasy ~The confused per-

\

'.Ceptlon sustalns ‘the textual famblgulty and rer dupllcates reader he51ta-

tion byvlendlng substance to a natural'explanatlon, not otheérwise

Y. )

'jobvious in'the text. . . AT SR T

Character authent1c1ty S S ";5'”i'"’7.'\ _
' ‘; : . Lo . A By ,
Flctlonal characters“are flrst of all not. what the reader may want ¢

N . ;.v,

"them to be' It has long'been recognlzed that: they are not ilke real

. \' “ ‘ :. .
-people because they are radlcally 1ncomplete, malnly 1ndeterm1nate, and - g

~ ’

w1th a dlscontlnuous exastence They may‘have a tendencysto 1ncon51s—l

- .
) ¢« v -

, b ; : i
',-tency, afﬁ depend totallydbn the formal} nstra1nts whlch deflne them‘ A
e : _# Q . i‘ ,,

’Certalnly&fantastlc narratdve does not dellmlt characters well or portray

( . < PR "

a final1zed or detalled flgure. Too much def1n1t1on, espec1ally of

o

‘:1mental:states,ucan only §erve‘to underm;ne the-fantastlt effect. But'

within narrative worlds‘charactersvcan°be’more or less Valid, ﬁithout

,reference to any actual orld. Totally flctlonal characters need not

‘inspire any precon "ed assoc1at1ons (as hlstorlcal ones tend’é% and -

-
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‘\
as Pavel explalns, they can be thought of as 11kely to have exlsted in

> .

‘ we have seen. some of the ways in Whlch the flctlonallty of the super—

natural characters is. exposed, settlng them outs1de of the boundarles of

.79

, another state of affalrs--an alternate world 9_ In the fantastlc talesr‘

o

any.actual_reallty._4Dup11c1tyw1n.part1cular serves thls purpose. Radl—

'

cal inconsistencies prevent the.reader from establishing where characters s

'belong in terms .of ontolog1cal zones, since the1r speech and actlons are.

self—contradlctqry ang are made revocable by the narratlon Even §h° !

” ~ N /

'1dent1t1es of the presumed natural characters are sometlmes amblguous.
Whlle a character 11ke Clara is more authentlcated w1th1n a prov1§10nal

narratlve reallty, one. llke Julle is allowed only the most tentatlve_

’

"ex1stence——she may be/only a prOJect1on from a palnt%ng' The Schlemlhl
. ;, . '5' N

character 1s§the most problematlc. 'g;:a llterary character from another_

: contemporary story, he 51mply cannot appear inthe narrat1ve world o{ .

ac

ﬁ

'Ule Abenteuer der Sllvester-Nacht as a real character encountered by’ the

* . ‘.\9

.

-~
- .

latlng real experlences heacannot have met a llterary character, who T

coul be known or recognlzed 1n thought but not phys1cally encountered,

,'w1th ut a v1olatlon of textual boundarles, . L h, ‘l”;d'

o “
- ‘ . . . N

A

i narrator/protagonlst ' Such 1s not composs1ble'- If the narrator 1s re—;p o

E Obv;ously readerg are more tolerant of llterary characters Wthh R

D

‘§eem,compatlbfe w1th réal llﬁe, eyen 1f not "reallstlcally" portrayed

. - ‘} . pg - A-;’ (ORI A

.

A crea‘ture llke’ I:.arndhorst 1s hard to accept, perhaps because he seems to
. "_ [ 09 : . .

flack awarene5$ of*hls own stangeness. The descrlptlon of the nose 1s

A . - b Ve

,manlpulated to render the character 1nconce1vable.~ In contrast Mlchél

st
L

L'lS an "ordlnary" humah belng/who sths modesty in. telllng hlS extraordln—

g

1 ’x : '

ary story In splte of hlS strange experlences, he w1ns sympathy and

reader 1dent;f1cat10n. Perhaps the more "natural" a character seems,
Q F ) ) : ., - v

M ,o
t,
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' the easier it is for ’th'erreader[to share the astoni.shment and comfusion.

v .
Relatlonshlp betwWeen prime. narratlve reallty a“ld secondary levels

‘,H'. . . . . . N

- of realltx S
When we “re]:ate" to characters 11ke Mlchel or Anselmus, we ,enter

LA

\thelr flctlona“ orld as they see 1t, and become exposed to a sccondar)r

T
l L

level of real} eaders, we -tend to Judge a character "world" by

0

; j’pnless dlr»ected otherwme.-.hy th’e narratlon. Once

A A

the c'haJIaGtar

. 1n\/olved 1n the

‘ ter s perceptlon of reallty, we face a second
L Lo '» 5 . ]

# dllemma ‘not' only ’c‘he prob,lem of what to bellﬁre but

LN S
)

belleve. Since the narrator has* abd Cated™ hlg role of Y raty, and

a
'

hls statements cannot be quallfled or 1nterpreted w1th ay fmal auth-

orlty,*he also falls to establlsh a prlme level of story reallty wluch - /

v . e ;pe. : :
~can dlStlngLIlSh events in terms of occ&%ence as story 3 t, .or the mé,re

o . .
" - = , s

prOJectlon of a character. 'zecalllng the 1ntroductory dlscussmn about
o 2. KA

. al

» ,',a ‘grlmé level of reallty whlch EscH tradltlonally authentrcate‘d by the ‘

s ‘_. N

narratlon, ‘and th%necessnyr for t'?he reader to be abie to 1ncorporate

w-nr._,p RN _ ‘

N sw eveqts.,an{;?oh the correct ;eve of reallty, 1t is now poss1b1,e to _ ‘_v_-f'
“o

L clarlfy the relatlonshlp between prlme and& seqondary levels of reallty @

in _fantastlc narrative.:’ B A T S SR -»".’ )
YW ' ’ L * . T v, L S
. . Lo . RN 5 - ) . Lo

g
/ W1th1n the storles the borderllne between the two systems of realltyg .

v . "_ Y _,. B 'I' " < "' \ Prs

i s, blwrred""because of the w1thdrallal of' mformatlon by the narrator. ",'

vwmle some aspects of the narratlve world may Stlll resemble our actual .

.o

'»world and are consequently ea511y labelied‘”as prime narratlve rEallty,

T.

_iothers constltute an erratlc, seemlngly 1mp0551ble wor-ld, whlch may be -

hard to accept at face value, and are more readlly consmered to. be 31-

' ternate character unlverses of dreams, fantasy, etc._ An mdetermmate

v '

Lme level of reallty becomes open to rad1ca1 mlsund'erstanding Since

. v
. K}
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mEacts" are denled suppressed, underczgp or w1thdrawn, prlme reallty is :_

(B ;’
’ not completels clear, and CannOt be seen as -an absolute fact When am-

blguous narrator statements are compared w1th those of characters, or the
”narrator focallzes through characters, an amblguous world results, wh re -

the" ba51c ontolog1ca1 he51tat10n 1s re—dupllcated because the exact levels

)

~_of reallty may be ultlmately undec1dable : As both the characters and
-',_reader he51tate between two frames of reference, 1t may. become 1mp0551ble

. to see one reallty as domlnant or prlme As thevnarratlve_vacrllates bes :
‘tween two {or more) dlfferent "realltles," the “reference"‘world repreS—

v L0

: ented by the narrator may become entlrely subordlnated td a character s

: organlzatlon, in OppOSltlon ‘to what would seem to be actual 1n the story

As Ryan po1n€§ out, w1th1n thlS pomplex1ty, prlvate worlds may- be repre—

o, P
' sented in greater detail than thelr reference world/ so that narrat1ve ‘%l.

,truth cannot be evaluated. It 1s after all 1mpos31ble to evaluate the

truth of charaEters bellefs 80

It 1s tradltlonal to Judge the speech and reactapns of characters

~eas true or false‘by correspondence w1th the narrator s dlscourse, 81hce’

-~ . ¢ * . L v

3ﬁ}t is theseistatements whlch create the narratlve world,’ In a thlrd-

person narmtlve t'he reader tends to Judge the authent1c1ty of any v1s— |

1ble character domaln by lts COrrespondence w1th the world constructed by

3
1

.,‘§ rellable narrator. The problem starts in ﬁantastlc narratlve, g%en 1t

1s ho 1onger p0551b1e to dlstrngulsh narrator statements from'those of a-

s protagonlst, an:/becomes extreme 1n f1rst>persdn,narrat1Ve, where the ; v

oy LSRN e 'v"l‘ N

flctlonal speaker as narrator has two separate "1dent1t1es"—~the,"l" of n
the narrator, and the nI f the character—~and prOJects accordlngly two

'1evels of reallty, w1thga'p0551b1e 1nterplay between fantasy and reallty

*

’Flrst—person narratlve thus denles Judgement by coherence, since,. as 1n B
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La Fee aux mlettes and Dle Abenteuer der Silvester—wacht the narratorl :

protagonlst prOJects a world,wnlch may be only a secondary narratlve }“f’ )
v . L4

reallty, Certalnly thé framlng effect and the "edltor s" foreward cast

D . -

doubt gn the Valldlty of any pr1me reallty the reader may be- w1111ng

“«

| to aCCept Narratlve dlscourse is fused w1th the personal character .

-

K}

' are 1n Der Sandmann, for example)

' regardless‘of any»narrator

' narratlve 1s that such "

AR M

v1ew, esultlng 1n ‘a llmltedrperceptlon of story reallty, for both nar—-

ratqr and reader In addltlonﬁ the speech and reactlons of other char—
. < 4
acters are seen relatlve to the protagonlst s point of v1ew, so that

even though thelr,understandlng of events may appear dlfferent from that

e

: of the narrator, there can be no "external" evaluation p0551ble, since

hese character v1ews are not prOJected back onto story reallty (as they )

A
L . -

-

. R . . . . C
() .. ,“‘.%v‘\_“,_,hu, . vf - ]
. . . . 5 3 .
- N - .

A more sophlstlcated way of looklng adfnarratlve truth value 1n-

volves the ass1gnment of such value on the 3as1s of a correspondence d1— o

3

rectiy w1th the narratlv \ acts Wthh are part of the narratlve world

“ S

's statements.sl_ The: problem with fahtastic

: cts“ are. largelyuandetermlnate, prec1sely be—

T
L

cause oﬁ the mechanlsms of - narratlve transm1551on which have'been de- RS
- talled Wlthout narratlve authentlcatlon, and because the characters 7
g e X . “‘ ) )

LN

' Jected by Mlchel in La Fee aux mlettes is dlfferent from

£ l’
-

tend to belleve-1n th\ar own secondary worlds .as, actual the reader can; .

not determlne where reallty ends and fantasy beglns, or to what extent

character bellefs may oe authentlc. Qu1te 51mp1y, 1f the truth of an
apparently prlme narratlve world is 1ndeterm1nate, the reader cannot

gauge how character statements wlll "measure up " Conformlty and contra-

e »
'

dlctlon are.not*obv1ous We can see, for example, t?at the reallty pro-

~

con51dered the prlme realltx\of the framework,vlncludlng
’ ‘ \\ . \




-

~,,narrat:or, we cannot determlne prec1se

dlctofy can only be answered in two mutually exclu51ve way

whlch is satlsfactory The frame'narrator S subJectlve,r

. Mlchel s reallty may have.

33

K ‘;»,'.

of Greenock, the routlne llfe of Wthh can be accessed through Danlel

,1,/ . v

But w1th nothlng more than a sympathetlc 1nterest shown by the framework

\
mhat the dlffereHCe are. -Mlchel's '

p—

world conforms at 1east in part but how 1t becomes SO radlcally contra—

" .

_nelther of g’

'!'ti‘c" “stance
nelther accepts Mlchel's world, nor reJects 1t outrlght. Pe gfnal and :
nvolved in an unmotlvated 11m1ted way, the framework narratlon maln—

talns its own prlme level of reallty, W1thout quallfylng what st&dgf,

v

: ,In_fantaStic:narratiye;ﬁthe‘reader'is never pefmitted to 1
of the opposited of illusion and reality, at- the same time"deni

tools to dlStlngulSh the one- from the other 'Once‘the private worldS‘of

s ratlon of how the perspeotlve 1s'wrong, a ten51on is establlshed Wthh

N

o

.cannot'be resolved Unquallfled,“dlfference becomes. negotlable. ’Even ,

] o

™

1h Der Sandmann, where there seems to be a prlme reallty of commonasense

and ratlonal behav1odr (where people can recognlze for exampie the 1n—
. . l
adequac1es of an automaton) such reallty is subverted by the amblguous

.

harratdr dlscourse and focallzatlona,-_g el ;jf@; :

'—A . N M . .
. Y . v B .
. 4 ay

Even thOugh fantastlc narratlve does not prOJect an unamblgpous

» - .

~ .

,prlme reallty, the' reader stllr trlé% to assess the relatlonShlp between

What he. sees as story real1ty and the more: obV1ous secondary reallty of

vthe protagonlst Ev1dence of conformlty and contradlctlon are sought,

perhaps as DoleZel suggests, in terms of a graded function which Wlll

a381gn dggrees,pf authent1c1ty to varlous narrat1Ve motlfs.82 -Such'ﬁac;

~

-3tors 1nvolve-the s;mphe‘concept-of_dlstance between 1evels.of'realitz,v“g;



A

A

and ean be 1dent1f1ed easily w1th1n the stories, Der goldene’Topf is

- perhaps the ‘most 1nterest1ng example because it involves afcharacter P

. ,world closely{fused to that of the narrator, w1thout any overt narrative. '
: ‘. N - i»," K
_;adm1351on of that fact eXCept in retrospect The hazy prlme narratlve

reallty does not fac111tate the 1dent1f1catlon ogfthe protagonlst s sec— ,

ondary reallty Can the reader even: presume that the world of : Paulmann

ﬁ'.represents a prlme realrﬁy’ Is 1t not posslble that the modalltlés of
the bas1c world are beyond hlS comprehen51on° The narrator 1s clearly.f_b

not obJectlve——there 1s an obv1ous and grow1ng 1dent1f1cat10n w1th the . e

.l

protagonlst, as the theme of llfe through poetry emerges The'account is

<

personal, sympathetlc and "1nvolved " although there 1s no "motlvated"i'

1nvolvement-1n.the story untll:the'conclu51on "he fu51on of persoec—'

e

'tlves, Wthh makes it dlfflcult to dlstangulsh character speech/reactlon »

hfrom that of the narrator, results from thlS sense of 1nvolvement - a.-"

‘ifeellng that the narratlve world prOJected may be essentlally the same: as

w7, cany

'.that of Anselmus. Whlle the reader has perhaps felt the narrator s 1den—

t1f1cat10n w1th the protagonlst there has been . no way of recognlzlng any

f;foutrlght support of the events .as actual untll the letter from Llndhorst

]
Y . )

“5pulls the narrator 1nto the story, and trensforms hlm from a mere obser— fhx
B N ~' . 4 L E . 1 . 4 [
"ver 1nto a part1c1pat1ng character The osten51bly omnlsc1ent p01nt of

'._..( B { \.. Yo -'. IR S8 .

.- :,w

) '
_vxéw 1s shlfted to a llmlted and- part1c1patory perspectlve, as the narra—'

[

K

:1tor becomes the dlrect observer-of the supernatural events " Because he~ }V

-

" no 1onger repgrts.what may have happened only to others, the entf'e story

e !

-.f becomes more personal 1n retrospect——more llke a flrst—person narrative, L
:.and consequently more open to reader doubt The narrator”clearly be-
lleves 1n what has happened, and reveals hlS own sentlments about the f

+ v

, 'hero s adventures and thelr happy\outcome. There 1s not doubt that the




world of the supernatural ex1sts for thls narrator, who belleves andj L
accepts. What is 1n doubt is hlS very~ab111ty to see the events in anlé_ilg_
obJECtiVe?an' and_whetherJthlslhappy;knowledge is not merely a delu51on
gwhich parallels that of the protagonist. If the yearning:for‘poetic
fulfllment of the narrator merely redupllcates that of the protagonlst
(and that of noffmann hlmself), it is posslble that the narrator is only
a part of the fantasy, completely 1nvolved in a secondary level of
reallty Were we to accept the story at this po1nt as ‘a Warthen, we
could 51mply belleve in the narrator s f1nal stance If however, we
he51tate between outrlght acceptance of a second ontologlcaI zone and a
- ratlonal explanatlon, we Wlll never be satlsfled w1th the narrator s
presumptlons ;The confused levels of reallty will have re1nforced the :

. \
essentlal ontolog1cal he51tatlon of the text

ThlS is certalnly the case in the manuscrlpt w1th1n Die’ Abenteuer

der Sllvester—Nacht, where the narratlve, although told 1n thlrd—person,

seems to be about the narrator, who makes no attempt whatsoever to dis-

-,

tlnguish between a prlme reallty and°that of the protagonlst The views -

| .
of ‘the narrator and protagonlst are closely merged-—are in epar le, in

fact-~and the other characters are presented lrom the protagonlst s

St
,a

P01nt of v1ew e SO "A,

» v‘»' ., .
. ’ A e . . 4 . N B -
o T Co T B

' ,‘ﬁ In contrast, Der Sandmann prov1des a more obJectlve, dlstanced nar—.~”
ratlon, w1th a p01nt of view more dlStlnCt from that of the protagonlst,

afb focallzed through Nathanael The narrator 'S’ v01ce is’ not per—

A

- ex eption of some dellberate amblgulty, espec1ally in- scenes .

1‘%meate S o ) 1mp11c1t agreement w1th the perspectlve of the protagonlst,f

as 1s‘_ensed 1h-Der goldene bef Partlcularly the chlldhood 1mpres51ons

of Nathanael seem less authentlc when reported by the older protagonlst,y

.
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” lncludlng the effect of narrative’ 1nstance. The sense of the narrator S

' personal knowledge of the characters does not reduce obJect1v1ty, or’

"’-»

serve. to fuse 1evels of reallty, because the. narrator does not apparently,
-‘sympathlze wrth the protagonlst s polnt of v1ew In fact he partlally
, assumes:the»perspectlye of Clara, with the,result that;Nathanael's story .

is re-evaluated by thigﬁcharacter—-a're-evaluation,which is'“féd back"

into the narrative Ciearly the hes1tatlon 1n thlS story does not depend;

'so much on the conEUSlon of levels of - reallty, since Nathanael is rdentr—m
d .r';; :
flaﬁly mad, but rather on the entlrely 1n51d10us p0551b111ty of the cor-

r051on of one ontologlcal zone by another, which may or may not account

for the protagonlst S madness _ %:‘fy; , f:';f - Q

& . - . ;
In The Nose, therejseems to be llttle dlfference between the, speech/“'
.0 f .""t

reactlons of the characters and narrator : Whlle the narrator does not

‘e’

1dent1fy w1th any pOSlthn, and is certalnly not sympathetlc to any char—
acter, his Statements do not contradlct what could be called a secondary
leVel of reality. . KOVallov s oglnlons may not be r‘hared by the narrator,

1yet relatlve worlds are not seen to dlverge from a prime narratlve real-
B \ .
-ity. They are fused,-SInce.the-story is after-all entlrely nonsensrcal:

‘confusion and hesitation result'not’from disCrepancies'between levels of

'reallty, but becausefbhe narrator is determlned to create such a story

| péﬁﬁZBs‘fh the flnal 3ﬂgly51s The- Nose is not unlike Der qoldene T;Qf-—"

what 1s real and what is 1mag1ned necessarlly 1nvolves the narrator, in

Splte of any pretended nOn—part1c1pat10n.

k

\{ In the first part of The Portralt the th1rd -persori narratrve:‘-

/ .
/

| creates a- prlme 1evel of reallty, since the voice of the narrator remains
dlstlnct from charaCter doubts and malnly obJectlve. utcept in scenes N

focallzed through the protagonlst there is no close 1dent1f1catlon w1th
. N {A
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the‘character's views. But thlS changes in the. flrst-person narratlve of f
the second part, Whl"h becomes more subJectlve because of a second—hand
“~story anolvement ' . This narrator 'S voice tends to merge w1th those of

«other characters, espec1ally that of hlS father In thls way; a klnd of’

would normally con51der to be secondary levels of reallty Such'techr '
nlque renders the prlme narratlve reallty more amb1guous and destablllzed
by mutually supportlng secondary levels of reallty Whlch are‘not clarls

: . N
fied or evaluated externally f;". , f \i

Clearly a- complete 1ntegrat10n of secondary narratlve worlds into a ,
*mﬁpﬂﬁme*hgrratlve reallty produces stablllty, whereas partlal overlapplng

exacerbatesjreader he51tat10n 1n\the evaluatlon of events, re1nforc1ngg

the hybr1d ontolog;cal structure Whlle thys 1s most obv10us 1n flrst—
N\

qperson narratlve, where there 1s a necessary confus1on between what

: should constltute a prlme narrative world and a secondary level of real

1ty, in all fantastlc texts the susplclously "1mag1nat1ve" can only red
late amblguously to the rest of the textual reallty There is 1n fact 7
2 }
y Yess dlstanae between 1evels of reallty when the apparently prlme narra-

tive 1 reallty and any secondary level of reallty seem to share the hesita~ Ve

: -
N oy Y.
tion fully——when the narratlon is least dec151ve ._' -’

ThlS he51tatlon l1nk between the 1ndéc151Ve narratlon as such and
. . ] .
the reader can turn stories otherw1se expllcable in psychologlcal terms

®

v

1nto the pure fantastlc. - We reallze that fantastlc texts contaln 1deally
an ontologlcal hes1tat10n shared by character(s) and an 1mp11c1t reader.

"Yet character h951tatlon may be very llmlted and not sustarned throughout

the text. In La Fée ux mlettes, for example, Mlchel does experlence
. \

some dxf/lculty 1n 1ntegrat1ng his strange experlences into "normal"
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reallty, sometlmes challenglng the authent1c1t¥ of hlS own account by 1n—'

B

trodurlng the dream comollcatlons Yet he remains somehow in 1gnorance

: of the full 1mp11catlons of his experlences, perhaps seemlng all the more

C

mad as a result Or, as in Der Sandmann, the he81tatlon of ‘the protagon—

¢ ‘ ~

if the character becomes conv1nced of supernatural influence, the fantas—

' 1st may be qqZFkly resolved, as dec151ons are made ,But obvrously, even

tic ooes not end. The closer a protagonlst comes to bellev1ng in the suf-

(

f'pernatural,or to reallzlng madneSS or fantasy, the.more emphatic must be

, the bas1c he51tatlon of the narratlon 1tself, ‘which then results in the

™~

access promotes the mult1perspeetiv1sm and he51tatzon generated in the

. rest of the»narratlon. Even if the mental access does_not 1mply that

.
.o
the 1ntru51on of events may be the result of some mental lnstablllty,

~ ﬁ"“ 1.

' revelat1ons of reactlons may ‘be useless. Certalnly 1n The Nose, .

® 3
2

Kovallov s mind ¥s- of llttle use to hlmself or the reader
s ' . . . . Il ‘

One of the Ways of renderlng mental access more 1mb1guous, and con+
sequently further strengthenlng the llnk between ba51c narratlve hesi~ |

‘tation and that of the reader, is found in the StyllSth procedure of

3

.modallzatlon. The use of eplstemlc "quallflers"——such phrases as»"lt

seemed " “perhaps "."I felt," etc. «-change the relatlonShlp between the

speaker and what he says, by remov1ng the force of certainty from the
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termé of Brooke—Rosé, utteran®s replace statements. Statements must be

| L ' A :
- . . .. .
statement and assigning it an "as if" status.83 Suggestions are made

and illusiors are built. Suppositiohs replace assertions, or iff the

t

-

declarative sentences, completg with terms of certitude. Uﬁze: ces,

. ot K
express only what is felt or perceived, and include doubt, qu
-and supposition.84 Although Godol avoids such modali:atiohé) Hot fmann

and Nodier -do encourage supposition and certainty to struggle for dom-

—

. inance in narrative sentences. The first-person narratives reinforce

14 ——
their inherent subjectivity with expressions like "seemed to." Even
4

though Michel largely "asserts" what has happered, he does use such

expressions as sembiait or on aurait dit to represent Belkiss' "imagjned"

ac£ions in the locket. The third-persbn narration in Der Sandmann in-
dulges .in a freduent use of "it.was as if," "he felt as if," and "it
seemed, " which médalize sentences which are then corrected by the nax-
rator's statement. A distance i% thus created between the perceptions
g;‘the protagoA}st and that of the narrator. When°Nathanael first looks
with t&g spyglass, he sees Olimpia’s fixed and lifeless eyes begin to

* 1 ’
take on the power of life and vision, but the narrator uscs "seemed"

three times in the form of es war als and the verb scheinen. In

Der goldene Tdpf, such procedure: aré used mainly to lend an “as if

~

_dreaﬁ" status to experiences, without actually qualifying those ex-
i

peri®hces as dreams.

The most fascinating aspect of subjective semantics--which deserves

its own detailed study in place of a few brief comments--is focalization.
]
If the narrator's &peech, which the reader presumes to construct a nar-
g .
rative world, is pervaded by the perception of a charactex, there results

. _ < 85 : : . ' .
a subvectivized narrative. Ogce the semantic features of a character's

Y/

-



eéeeCh are.incorporated into a narration, it becomes even~ﬂoru difficult
_to determine what is true within'; narrative world. The "facts" are de-
nied aubhentlcat1on as long as thlS procedure is ev1dent Focalization
1nvolves a shifting p01nt of view--narrative statements absorb the’ attl—

tudes or beliefs which are generated in a character's.relative level of
reality. Since such character perceptions may be invalid in the prime
ﬁarrative_reali£y, world §tability ¢S dras;icaily reduced. It becomes
difficult to deterﬁine how much-of the narrator's authority is maintained,
even in traditionally realistic texts. In fantastic narrative, the prob- ~
lems are even mogé substantial because‘of the basically "faulty"” narra-

tive transmission. Even a third-persom discourse may not serve to auth-

ecnticate or disauthenticate the character-generated perceptions.
@ &

The process of focalization creates a void, where the prime narra-

IS

tive reality and the secondary level(s) of reality invalidate each

.

other. Focalization through characterns, especially in terms of dreams,

madness, or fantasy, can be explained away by the reader, in a process

no& limited by authentjcation. In effect, because of the exposure of a

secqnd level of reality through focalization, there resultd a reduction

'n the aﬁthenticity of the second ontological zone. One of the most
s 4

“

) strxklng éigmples is the incident at the Archivist's door, in Vlgll Two

“oF Der goldene Topf, which is told in the same matter-of- fact way as the

previous supernatural events, yet what "“happens" is no longer ‘possible
. »

in either ontological zone. Anselmus cannot be crushed and cracked {nto
pieces. This event 1is obviously focalized through the protagonist, as
Anselmus’ vigion, without assigning it an "as if" status, and without

narratorial comment. An even more fascinating example occurs in Der

Sandmann, within the pMatagonist's story in the first letter. First-
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person narrative is not necessarily focalized through the narta‘, but

here an incident is told in exactly the same way as the rest df the story,

yet includes such physically impossible events as the unscrewing of hands

and feet and their rearrangement. This is clearly the child's assefnt

of ‘the encouhter with the "sandman"--the "I" of the narratgkr has been

.temporarily_replaceﬁ by'the "I" of the character. While character des-
criptions are mever to be considered definitive, such obviously subject-

ive speech casts .dotbts on the remainder'of‘the protagonjst's narrative.

. . 5
Partial and shifting focalization*in particular encourages a vari-

able-appreciation of the events by tﬁg reader, since the narrator's view

.

becomes more clouded and’ indeterminate. While it is not possible ta

"prove" focalization, and it is nof the object of this study to undertake

- §

any extensive revelati?ns, Der Sandmann does provide excellent examples

of partial focalization. In a sentence like "Dem Nathanael war eé‘plbtz—

' ’
lich, als meine deg kalte prosaische Siegmund es sehr treu mit ihm..."86,

the narrator reveals what Nathanael suddenly felt, as a narrative fact,:®
but leaves .in place the protagonist's perception that Siegmund is cold

e

and prosaic. The narration describes Nathanael as going mad by adonting

a mixed perspective--that of Nathanael feeling ripped by‘sﬁorchﬂ‘g cluws,
W .

and that of the narrator who sees the result of the destruction of the
7 .
character's senses.8 The narragor includes the statement that streams

of fire flash ffom Néthanael's eyes as he lapses into,madness on the
tower—;presumeably what Nathanaél feels. The pro;agonist's feélings

thus become part of the narrative fabric, yet have trouble standing alone
without authentication, and in effect cannot sgrvive as narrative facts.

.Once again, by exposin.: . separate character level of reality, the au-

thenticity of the second ontology is umdermined.
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Obviously the lack of narrator "correction" is central to this
'effect--by refusing to comment én focalization, the nafrator abandons
‘the reader ;o‘a character's 1lmited vision. Clarificationds certainly
EQSSible.l ;For exémple, again in Der Sandmann, tHE'frénzy of Nathanael

- o ° —_—
at the taéle covered with eyegMasses is totally focalized té}ough the
protagonist, but theh ghe_illusion is ciarified as only a product of

. - /
wvathanaey's mind.) A lack of clarification is absolutely crucial in

.

»

The Portrait, where the main event of the "dreams"’is focalized entirely

. . .
through the-artist, without external comment. That the worlc of
\ . .

92

N ‘
Chartkov's perception becomes more clearly "true" as the story progresses

into a second narrative is made all the more disconcerting by this

* )
inytial confusion.
{

s

Lack of mutual support between level® of reality

A

This confusion is part of a larger narrative non-authentication of

character statements, which involves the absence of correspondence be-

tween character speech/reactions and narrative statements. Support must

be lent to the focalization through characters, or to the reaction of

characters to story events--the sentences of characters are non-authentic

uhless deliberately authenticqted by the narrator. While narrators in,

first-person narratives are unable to evaluate properly-the reactions of

v -
other characters, much less theif own, the reader 1ooks tp third-person

¢

narrative for textua} indications of whom to believe. In faptastic nar-

. . . . v . 3 . . ’
rative, deliberate authentication is withheld in favour of a partial,

intermittent, or implied acceptance of events reported as being part of

a prime narrative reality. Active suppart is replaced with non—deniél.

The best examples of this pervasive non-authentication involve re-
] . .

-

ports which are not qualified. In the concluding chaptef of La Fee aux

.
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miettes, D;niel says of Miche;fs°esc§pe that "his frigpq‘s""sa‘id trza‘t' he
'fleW'éff the top of the church t6VErs with the singing mandéake.
Michel's friends are lunatics after all--such a report demands clérifi—
. :
citi?n. In The qutrait, it is a character who suggest s that thq'por~ _
trait has been "stolen." Not an authenticated statement, this remains
the opinion Jf) the audiencg: The feadér cannot\consequeﬁtl} "know; how

¢ ' LN
A . P
the portrait has disappeared. Anything may have happened, since the
. » - .
narrator was very careful to point out at thé beginning of the framed
story that the audience was most attentive to the storyteller. In Der

Sandmann, the professor categorically declares that Coppola is Coppelius,

but since left without support by the narrator, this gtﬁerance does nota'

become a narrative fact. Der go;dene Topf ;rovides almost constant ex—.
amples, siﬁce what Anselmus believés is never categorically confirmed or
_ . _ . ;
contradicted. Is the voice which Anselmus hears §wnnoning the SﬂaKES!.
back to théiwater really that of the Archivist? Lindhorst declares his
stories to be literally truee But they\éxe Taughable to»the ogher.cﬁéréc_
ters, and are never confirmed by the nazr}tq!; Ve:onika;g revelations ié
the elevua;h vfail seem to confi}m and substantiate the'battie bgiween
Lindhor§£aand the old woman, siﬁc; they are completely-raiio;altsbqte-
~ments. But the réade} is invited to unde?stéqp these étate@ents as {ie

may wish, ‘without external clarification.

. B I 93

‘\

It is then the lack of narrative correction of character stdtements ////

which .produces the’ baffling effect. Although we have seen the sporadi

use of modalizing qualifiers, these methods only serve to further~confuse
. - 4 .

ol . , .
and not to actually reject the views.of characteri. Tn Der goldene Top .V

. \
even the early introduction of the idea of a malicious fate comes from

Anselmus' own character statements--his "interpretation" of the world is
Al , . s
rd ' v . [y
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H 7 v . .
* not corrected. - The narrator irg Der Sandmann houever dees not let

Nathanaei § views gass a% authentic, using technaques which 1hd1cate an

1mp11c1t rejéction. . (The repeated correctlons of Nathanael s view of
i Y .
tlara, and the 1nd1catlons of the reactlon of other cﬁaracters to the

9 »

autdmaton are central to thlS process.) In The Nose, all characters

pu*

remain ludiccou§ in their reacb' -which are as "unreal” as the events
. . L] . L4 .
® . .
themselves--no explicit correction.can alleviate the‘absUrdity of the

© 4

narrative situation. ' ,

Where ‘the reader most expects a quallfvlng function to be performed

.

by the narratbr is perhaps in external framework narratlon. but that too

is denied in La Fée aux miettes. The framework narrator neither supports
6 Tamnn 4
‘nor negates 'ichel's stoty, refusing to authenticate his words. The

reader is abandoned to the narration of an ostensible lunasic, vithout
¢
any means of verifying the facts. The minimal external reference does

‘not serve to plac’\e account into a more objective perspective. There

is no measure of "truth." In Die Abenteuer der Silvester-Nacht, the "")
. : X i

"editor" deliberately undermines the subsequent words of the Enthusiast,

-

but does not provyide the '"correct" vegsion of events.

A parallel enigma results because.of character non-corroboration of

narrative statements. While we have examined some of these adpects in

.

terms of the non-confirmation of the existence of 4 supernatural domalin,
they are equally-relevant in terms of discrepancies between levels of

reality. Stories which include the supporting device of documentation in

4

shared experience ars numercus. In such tales, the experience of several .

observing characters supports the stance of the narrator about superna-

. 88 . I
tural events. There is a basic distinction between a situation in ‘-

which only one character has "impossible™ experienceé, and one where

s N hY
r ) .
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d In fhe former, the reader thinks -of haln.na- RN

* AP

l/
Sy
3

"":‘ uadnedb , .Or same other wabnormal® behavmgr whereas 1n \\'

A
i

3

,é‘ﬁ \ﬁ.ll pr;obably coriclude that the na}'ratlve world nelude§
) 't ‘11. 3 ' "
‘{n Qt,ber words, the narrative world is authenncated N

ot .i,n(’-A \, .

R dve: x_.bﬁ J.ndependent witnesses, so that .the events do not seem

- ™

PN

e
NA

)

oi a purely subJectwe perspectxve In the absence of ex- .
© . ’
' \,
:. ) n&y:atlons to the f‘ontrary, this kind of shared char- -
- 1* .K 0 ¥ .
NEY, , )‘q 4 source of comiort for the reader, no matter how d
P';:fv ’ ’ . ) e J

*y"‘jshélﬂdtpw'ewms may be, or what challenge these ovents may prove -t'.o

‘beio n ex%ernal set of beliefs. As Mamre e\)l‘dlns this effect, co-

v.,,.

_ heréﬂ& %ht’na become those of theé "possmle non -actual world," so: ,

'th? iﬁm‘ént';étsmie world fully replaces the one which matdxes the
p@élbiﬂf‘b&es of the real world 90 .

.. —Au"‘

+* J . -
f“w%&l‘fffam,astlé texts, this specific kind of correspondence ;tween
4“
e lca_ones and character levels of realfty is denied. For the )

tkﬂfﬂtbrator stands -alone in his predicament of accounting °

. \ . ‘
for events which invalve one protagonik;t, especially iA first-person
. - . <

narrative, where those "persons" are co—cxbensive‘. There are notable
0

exceptions. &e is certalnly the chaotnc scene m V1gll Nine of Der
\goldene Topf , v\hlch ‘) n only be reduced in part to drunkenness. ’I’he
_little messenger is seth to he a parrot by al1l of the characters:

.und alle sahen nun wohl daB das grav1tétr3che Ménnlem elgent'h
ein grauer Pa)pagel war."91 The Portrait prov1des an extensive example

of documentation by shared experience, detailing the edil influence which
had been felt by all who did business with the usurer, or came into con-
/

tact with his portrait. +/The narratoF isolates many details abht the

general dread, resultant miserable fates, and specific incidents, which
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correspond to the events of Chartkov's life. Even here Gogol cannot re-

sist the temptation to have the_narrator raise the possibilityzthat.Some

of thlS may have begp, mere "talk,"sz‘but'the general effect remalgs ‘that’

of a substantlatlon of truly supernatur2‘ influence. B"establlshlhg an
\ l !
ev1l 1mpact 1n thlS way, the narrator of these,events conflnnS’at least

v
-

in part the 1nc1dent of the "dreams" in the first narratlve The whode

fate‘of Chartkov is seen to correspond retrospectlvely o the facts of
6

.\ the palntlng svhlstofy and all the "eye-wltness" accounts of_;nC1dents.

v

Chartkov has . 1n effect borrowed money frcmgthe usurer without know1ng the
_TE&(E’Qf the 1oan, and his fate is }he ‘same as that of all the others.
" An involved character eyen provides the pescription of the.precise kind-
of_pottrait figure activity wnich the reader knows to have happened to

Chartkov. > . ‘ {

3 ;-
- .

. It.mus‘b be. made clea't in' such an example that one character world is

' supported by a‘set of other character worlds. It is not the oriéina;
narrator's stance which is supported——that position'was never ¢lear in

\any case. "It is rather a secondary level of reallcy which gains corro-
boratlon,throuéh a narratlve which reveals suppo:t1n6 cvidence for pre-
vious story events. The result is that the original basic realitylis de-
stabilized in favour of a gecond ontological zone, where Chartkov's ég-
_periences "really" hepoen. As such a secondary level of reatity beco§EQ';
closet to prime reality, or ev®n replaces it, the second ontological

zone emerges with greater:-authenticity.
L]

.The specific role of characters in qualifygng @ protagonist's point
of view is generally denied its conventional force in fantastic narrative.
Protagonists tend to stand alone in their dilemmas, except for isolated’

instances which only serve to further confuse the reéder; . Certainly the

’ °
- . t

" . | . )
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disappearance of the nose is substantiated by charagter reactivns in

<

z The Nose, but thgn there is also that strange acceptance of the whole
\efféir as,soﬁehow quite possible although sociallf undesirable. We hqyg.,

" discussed the effect wh.ch Clara has in Der Sandmann--a role which
Seggfateg Nathanael's reality from a’prime séory Qorld.‘ Even here, how-
ever,'Hoffmahn'includes the fear o{ &athanael'g mother and respect/sub-

servience of his father, as a possible suggort of the protagonist's-per-

spective. Der goldene Topf is more problematic, because of Veronika's

involvement in Anselmus' experiences--it becomes more difficult to dis-
count ﬁis adventures ag only delusions. Her "knowledge" serves to con-
firm the way Ansb;mus sdbs events. The role of Veronika's imagination ‘is
neve;.clea; of cburse, althqugh ﬁ.rtual indicators can be found,, and her
. expertences with oM ©ld womah are fully independent of Anselmus. What
happens to Veron;ka'aiways seems more real, because she belongs Lo the
"prosaic world and has no poetiC‘asbirgtions. The other characters become
only marginally'involvéﬂ in the supe;nétural, E{o) tha?fonly vadue suspi~'
cions are aroused, which can still be accounted for by the clever ideca

' '

that madness is contagious. In the first-person narratives of both

Die Abenteuer der Silvester-Nacht and La Fée aun miettesa the protag-

onists are generally thought at least fanciful and strange by their
felloq\charactefs, if got actually mad. Certainly "abjprmalities" d?
not go unnoticed, and even provoke ridicule. There are in fact no
\clear manifestations of tée supernatural witnessed by other "naturalJ

-3 .

characters, and consequently no possible corroboration.

~ ’
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Chapter Five: Correlation Between the Authenticity of Hybrid Narrative
) - , }

Worlds and Secondary Levels of Reality '

. Role of thematized dualisms

!\, N N .
YN The analysis of fantastic. narrative usually involves a discussion

o p
K -~

§ of thematized dualisms as binary obpositions between two worlds. For
the purpose of this study, the relationship bet the authentication
of ontblogical zones and levels o{ reality can be sden to involve the
devices of thematized dualisms, which also serve to produce ambiguity.
The basic dualities highlight the inner strugglé of the human mind, and
the fundamental‘difficuity.in defining.:eality——they représent fantastic

.

‘wsitation on a thematié levek’

‘Fantastic tales combine diverse ways of looking at the world, from

»

both authentic andﬂéistorted perspectives. Reality as we expect it to

be is oppeosed by fantas} or illusion, which may be produced by hallucin-
ation, intoxiFation, or dream;. But the precarious equilibrium of such
a duality.involves'nsg'oniy dreams, but also day-dreams as pure fantasy,

'

1eading to a furthef"éualism between the world of trivial, prosaic (and
bourgeois) reality, andxthat ~f inspiratjon, poetfy, and the artistic.
Intoxicated vision is not oniy wonsicier! in opposition to real percep-
tion, but more importantly is oppbsed to supernatural influgnce and/or
genuine inspiration. The normal life situation is opposed to madness,
which may involve the demonic forces of evil, or occult.forces of nature
which can.control men's lives. This invisible, demoniclworld ihpinges
upon the world of.matgrial reality, préducing a further dualism between
good and evil. But as with dreams, apparent magness may also be opposed

to a sanity w@ich is truly subject to supernatural fnfluences, including

98
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the benevolent. Identities are divideq and sef in oppoS¥#idn to each

— v

other, so that.-doubles become an integral part of the largef set of
N i L .

dualities. - . ' o

We have seen how the fundamental opposition between reality and 1l-

lusion functions on a basic imterpretive level within the fantastic texts.

'

. ] . . o . -
Because of procedures of narrative transmission, the protagonists are

always either victims of their own illusions within a natural world with

o

ich® are real in a second
d.

> ontological zone, the laws of which are.néf,‘j&eognized to be operative s

natural laws, or they participate in even

within natural reality. We TidVe be_’gjrwble to recognize, with the help of
. - i
possible-world semantics, that the realitﬁ;’e which the reader expects on
the basis of his own world view and set of beliefs is not necessarily the
; !

-~ -

same as the basic story reality, which-may in fact include & second onto- -

Y . . .
‘logical zone. But we have not yet determined how the.uncertajfity of‘ti
’ . ’/ > i

basic narrg';

mrson@l%ty of characters relates specifically to tha:
tive reality--Jthe possible discovery that illusion or delugion may be all

there is.

" )

4

Certainly the world of famtasy, in all itfs forms, is a ransition

‘

device or bridge between two ontological zones. Dreams, fgf example,

s
represent a different ontological zone, because in dreams, everything is

possible. There are no modal restrictions belonging to the matural world,

!

5’, “and the supernatural m.;y be fully integrated. ‘Madness shares these modal

@gcapabilities, so that bdth dreams and madness can be seen a# models for
& | -

the fantastic world. ‘ They represent intermediate wordds between the nat-
ural ard the supernatural, which.combine the modal properties of béth.gf
Dreams and madness relate to the natural world, as a real aspect of human

. experience as it is known teo occur. But they also relate to the super-

.

4
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natural gpﬁere, because they includé?events which are not considéreg'
poss:ble in the actual world. It is thése‘contradictorx hodal features,
or ®he combination of modal properties, which make these examples of
bindt , oépo$ition or thematized dualities.into such convenient‘devices
fur fantastic narrative. Like‘fantastﬂ: texts, dreams are fragmentary,
usualliijacking internal coherence. As Rowe points ou:, they often in-

clude a distortion of normal causal relationships, without undermining

‘ .
the entire sﬁructure of the dream.gs. As such, they ar® Wgain a model for
- .

> . . . : . . .
the way in which causal connections often remain unguestioned in fantas-

tic texts, producing the.fantastic effect. .

P

As modern réaders, we presume a dichotomy between the structure of

‘dreams or madness and that of reality. Daniel, as a representative of

s : N
basic common sense in La Fée aux miettes, dgfines‘ﬁunatics as people who

do not concernifhemselves with the affairs of the world, and who talk

~ about things which could never happen.96 A madman is seen to take sub-

jective experiences for objective truth. The use of madness/dgeam ex-
planations is actualgy a classical trick in narrative,fused ;t'o hediate
between two worids,.but‘mainta{ning the prime position of the story real-
ity. T;e brutal intrusion of the supernatural ipto ordinary life is o
closely linked with psychological disturbances, both in terms of thema—

. . . \
tized dualisms within the text, and begauiﬁ of a standard reader reaction.

When dreams pr ess seem to "motiyate" a second ontological zone, they

actually serve isauthenticate that z in favour of a more stable

basic reality. Xn The Nose, for e e¢, a dream would explain the .
events perfectly, as was in fact th€ case in the earlier version, where
the story was given the name Son (A Dream), an overnight dating (instead

of the March 25 to April 7 ind;cgtions appearing in the 1842 version),97

[ 4
&
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‘ A\
. a¥d an explicit final qualification as a dream. 'I'he %ater \ersmniof the
l

stox;y certamly remains built llke the logic of dreams--absurd, confused,
nonsens_;c&luyet the realltv of Pe‘tersburg and the structyre of dream are

mixed, without real combmatlon, llke twp méompatlble fluids which are
-’ t
* shaken togethex but not solvent.

) . N ! X

. ’ . - L3 *
Mechanisms of dual reader response s ® . +

Bﬁcause the supernatural is gerferally introduced by' the unreliabl.&*

\ [ ]
st\ateme}tjs of, or focalization through characters, and is not'cx)nf}rmed P;

’

by the narrator, the reader tends to 1ink the description and acceptance
vf the éubernatural to character delusion. Although the actual descrip-

¢ : . . » §
tion of the supernatural may not be entirely based on the 1mpresspns and

reactions of characters, without explicit narrator statements, the ev&s ¥

Aare seen to be "experienced" bv the characters. They are consequently
;
considered dubilous and suspect, in terms of a rational exp.anation which

insinyates some kind of fantasy. The sub)ectlve impact of \hls fantastic

*echmque is) such that ratlonal reader reaction is aroused in proportlon
N

to the protdgomst‘b acceptance of the 5upernatural. In ospite of Lym-

[N

<

patheti'c character port;ayal, which has,it;s own desired consequence of

reader ianvement , an

.

site effect occurs simultaneously. The more
the non-authenticated, supernatural seems ac;:eptable and "normal" to the
i'nvolveq- character® (including narrator/protagonists), the stronger i
the readgr's temptation to conclude natural causes Qf delusion. The
more the hybrid world is understood by characters, in terms of its modul
-

possibilities and potential for personal action, the more suspect that

"understanding” is. Character rcluetance to rea?ize implications, and

' a genuine self—questic}ning' of the validity of perception highlight*&,

"nonnal"/appreciation of reality, which may be consequently different , *

Q

3 o
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from what the reader routlnely expects But an.exh/b;tlon of an accep— :

tance of the need to adapt to and accommodate the "reallty" of super—

_natural 1ncurslons hlghllghts the character s own memtal fUnctlonlng,
-whlch seems to share the general destablllzatwon and- dualltles 1nherent :

'1n ‘the- te\t, and becomes 1dent1f1ed w1th the ontologlcal dlsturbance

ot . L . PRI

Th1s premlse 1s supported in the fantastlc texts studled, where the

N

‘*spec1f1c narratlve propertles dlscussed, in comblnatlon with the mechan—
’ 1sms of narratlve transm1551on, serve to produce thlq reader response,

- A

_ whlch results in what has been labelled fantastlc he51tatlon. The rela—

[

; -
: thnShlp between the he51tat10n produced by the creatlon of hybrld onto—

fflogles and mutually corrodlng levels of/reallty is found w1th1n the fa—
- mlllar thematlzed duallsms, Wthh prov1de the necessary pretext for dual
l(or multlple) reader conclu51ons It has always been obv1ous that in

_ fantastlc texts reallty ‘is lmp0551ble to dlstlngulsh from both a second

-
-

fxontologlcal zone and from a character S secondary level of reallty .The
f:second ontologlcal zone does often correspond w1th the perceptlon of the

S

"protagonlst, and may seem 1ndlst1ngu1shable from a secondary reallty

Whatuls perhaps more cruc1al 1s that'as readers,_we both redupllcate
. \

ﬁdthe ratlona11z1ng orv"naturallzlng" act1v1ty carried on by the prota—: o
‘gonlst, in’ “terms’ of natural cxplanatlons, and simu taneously try Yo usehhy
;four evaluatlon of the character s mental state to establlsh how the . |
nrlevels of story reallty conform to,yor c0ntrad1ct one another._ ThlS isr
_Jafter all the easy solutlon, because it w1ll -serve to eradlcate that
' jannoylng second ontologlcal zone.i Character 1nvolvement can be seen toh_,r"
) deny the event(sj‘any.supernatural status,‘by suggest1ng a secondary |

level of reallty of fantasy whlch allows the eyent( ) to be 1ntegr4ted ;

"'1nto the:basrc,storylontology The confused perceptlon Wthh 1s a partf‘



\

of the character s secondary level of reallty is somehow “absorbed“ by o
the reader, who tries to equate the second ontologlcal zone w1th the

’1ncorrect secOndary character world The merg1ng ofdwhat would appear

2

to. be a second ontologlcal zone and a secondary level of reallty is then -
the most obv1ous conclus1on for the reader, espec1ally in flrst person ‘

.‘narratlves, where the secondary reallty "doubles" as thc prlme reallty

4 T
of - the narrative, but also in the kind of amblguous thlrd person nar-
‘;ratives which we'have examlned.

. . Ce s - | | Wt | |
‘The familiar critical activity of assigning valldity,or "wéightﬁ to
‘.the.poSSibleﬁeiplanations, especially in:terms of howlwe;l the heSltation
is preserved,untll'the end of the text (and beyond), is seen thenito,dee
'pend-on the treatment. of levels of reallty The very amb1gu1ty of the
existence of the second ontologlcal zone relates to the charactor s
'secondary level of reallty, accordlng to how both of these aspects are
exposed Wlthln the dualltles thematlzed within the text There 1s a more .
- or less’ domlnant tendency in the narratlon to dlsauthentlcate the super—
natural sphere b\ 1ntegrat1ng it 1nto a secondary level of reallty, whlch
-'would be strongest for example in La Fée aux mlettes and Der Sandmann,

e
'becomlng less p onounced.ln Die Abenteuer der Silvester-Nacht and Der

~goldene Topf._ Since a protagonlst cannot separate hlS own perceptlon of .

| reallty from a possibly w1der, more correct perspectlve, and hlS percep--
'tlon'lnvolves the questlon of textual ontologlcal reallty, the .reader be-
comes confused on two levels. He does not know ‘how the character s world
~.fits into a prime narratlve reallty, and he cannot determlne what onto;
logy is in force i the narratlve world Qu1te 51mply, unless the nar-

'ratlon tells the reader how to 1nterpret the muddled portrayal of events,f

whlch we. have seen to- 1nvolve a w1de range of mecnanlsms of narration, he

4
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suspects that the protagonlst (ﬂhether E narrator or not) creates a; sec-

f:ondary world Wthh corresponds with the reader unacceptable second onto--
rloglcal zone. The'& exposure of that secondary level of reallty, through
the same mechanlsmslof narratlve transm1551on, serves to reduce dlrectly
"~ the authentic1ty of the second ontologlcal zone. Qr conversely,-as"can
beAeyidenced in The Portrait, as ontological'zones become7morezdistinct,‘

o)
substant ‘ated and 1ntegrated by narratlve procedure, prime and secondary

1~

leve-s of reallty are brought closer together, so that the secondar/
elevel assumes a- greater authent1c1ty 1n dlrect correspondence v1th that
vof the_second ontologlcal,zone Authent1c1ty of hybrld narratlve worlds

is a function of‘the‘exposure and treatment~of secondary levels of

—reality.

Sugqestions for further study ' o 7,;.51;f.»'
The reader operatlon whlch 51gnals thlS correlatlon renalns of

course. 1nadequate.for any "final" understandlng ofﬂfanﬁastlc narratlve
p

To resolve would be- to destroy the fundamental quallty of the fantastlc

text —-that spec1al dlslocatlon of«reader expectatrons. But'sﬂlll the » T
PO

recognltron of thls operatlon suggests that further study 1nto the syn&

".n -

xthe51s between narrative ontologlcal zones and the secondaryjievels of ff"

_ reallty could be carrleo out Gn the 1evel of deeper psycnologlcal 1mp11—-

] -"

catlons.' Such study couid Ye rooted in the con51derathns of the ﬁragll- .

ity of the llnlt between nlnd and matter, whlch Todorov flnds typ;cal of

8
the fantastlc,9, and could not only 1nvolve con51deratlons of thematlzed

- IR

Y
-

 madness, but aIso that of dreams, espec1ally w1th1n the Romantlc per-~.'T

spective that dreams constltute a klnd of zz?uable reallty——a world of

maglc vision- whith 1s pertlnent and possrbly~even merged w1th reallty
e Iv

The not10n could be developed then that the perceptlon of the super— g
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xnatural is as important in narrative as its actual eViStence; anc by

extension, that the ablritv to descrihe that perCeptlon, or to CdevG

' that pdrticular possiole world is as valid as any. "real"»narratlve

[

manlfestatlon; By focu51ng on the fantastlc notion of equal ?ealltv of

. - . [-4 -
all-perceptions withln a narrative multlperspect1v1sm, it might be pos—

I ' -

Sib;elto cbncede that evensdelusion Can"haveba narratiQe reality he?ond
thatéof'a”secondary chargcter world. 1t we'erte aistdry,ahont_the
“second Qorld war, in which South Seas natiVee perceived the.arrival of L
modern aircraft as a supernatural event, is it not posulblc that thoqc

alrplanes could be bot.. natural phenomena and gods w1th1n that narrative

-

'world?"If we could manage to tell the story-without any citernal perJ*

spectivefprovided by modern scienCe;‘the semantics designating the . -
.reality of the airplanes could create any narrative manifestations, all
of which could have equal validity.

The Romantics taught us an-appreciation for the dnintelligible, tha

- need for incessant revision of thought, and the idea that certainties

[

Aare,only e@hemeral after all. We' realize more and rore that truth can

only be fragmentary How can. ve 1npose upon flction a. rigld modal loglc

<

”wnlch cannot account for the contradictions which are perfectly possible
w1th1n a narrati;! world? how can we expect “he‘operatlons of utandaru
ratlonal loglc to regulate the worlds of fiction, when in fact it is

quite 00551ble that all constanto really are variable? Science is'coninc’

xx‘
1}

'vto realize the llmltations w31ch our eStIIQE env1ronment has placed on

learning Perhaps even established formulae of phy51cs will one day be
seen to have been valid only within a limited earth framework or set of - .
,‘JconditiOns——to have been only ooSsible'worlds without absolute truth. o

 ~The applicatioh of'possible—worldisemantics to literary study must now

o~
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' »evolve, to develop a more radlcally open loglc of the 1mag1natlon, whlch

'mlght Stlll not account more accurately for ‘the perplexlty of fantastlc '

4

narratlve, but could _perhaps explore postmodern narratlve, ‘where words 3

A

~ themselves haveian autonomy far beyond the’ purely representatlonal.

//It:has been the purpose of_this text—oriented study to.apply-a

partlculur theoretlcal perspectlve to seiected Romantlc fantastlc tales,
”\not only to develop an enhanced awareness of several spec1f1c authors
and their narratlve technlques, but/also to further explore the fan—

: tastlc genre within thlS heurlstlc theoretlcal framework ’ While such

’

a restrlcted theoretlcal approach cannot account systematlcally for the L
‘soc1o—hlstor1cal context,,and only partlally for the: 1mportant role of

llterary conventlom& 1t ‘has prov1ded valuable 1n51ght 1nto the narratlve
- 4

procedures of the Romantlc fantastlc tale Through a detalled correla—v

W

.~ tion between the ontology of the narratlve world and the mechanlsms of

narratlon, it has been poss1ble to understand real reader he51tat10n as

to the ontologlcal status of story events as- a d1rect result of in-
g &

decisive, narratlon 1nvolv1ng deficient eplstemologlcal procedures. By - -
concentratlng on what is spec1f1c to Romantlc fantastlc narratlon-—-.
espec1ally in terms of @g;lnarratlve strategles which 81multaneousiy
create world structures and undermlne the‘reader S understandlng of .

them——it has furthermore been possible to se the theory of.p0551ble—’

world semantlcs in. actlon, applled to "d1f 1 ult™ narratlve 51tuatlons.
But 1n order to effectively "test" the theory the study had necessarlly

£6- restrlbt the hlstor1cal aspect, and concentr te 1nstead on 1ntr1n51c

content, whlch 1s correlated w1th the forms of expre351on o

o

Certalnlyéig o theory whlch has only recently been put 1nto prac-

-

tice by a few scholars cannot be expected to accommodate all crltlcal
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l';con51deratlons. have used it te 1dent1fy common denominators thh1n

t . .

Romantlc.fantastlc narratlve. Hlstorlc generlc consxderatlons would be

' cruc1al for a- further study, of’ p0551ble constralnts on the appllcatlon

P

,of p0551ble—world semantlcs to narratlve Another aspect whlch deserves \ '

e

_ vfurther study involves the concept of an 1mp11ed author - This more

-"rhetorlcal" type of cr1t101sm could accommodate both tho rolo of the

- !v- -

'author ds a masked speaker w1th1n the te\t, and the range of meta— .

’ narratlve comments which- need not or cannot be attrlbuted to the nar- .

ir
rator as such

"_ Wlthln the parameters of th partlcular study, it has been im- |
po§51ble to 1nclude any of the volxmunous recent cr1t1cal work on the -
_fantéstlc genre, although the ramlflcatlons of some of. these studies v
are(reflected in my conclus;pns Since such criticism has in ﬁact
1nvolved ‘a definityjon of the fantastlc beyond that of'Todorov, the claim
can be»made that'e1ther the deflnltlon of the fantastlc prov1ded by
Todorov is.too'exclu%ive, orhthft Certain tales;Shouldlbe claSSlfieq
within'other genres.!‘ln'ezther case, thefspeciflc ﬁoCus.of this study - :?l
on‘the*fundamental. auses of fantaStic"hesltation‘rules oUt_any:inyes-:

' t1gatlon here as £ inter-generic considerations. To discuss Der - ="

E goldene Topf or La Fee aux mlettes as. artlstlc fairy tales (KuhStmgrcbed7 -
would not 1nvolve the he51tat10n under dlscus51on. _leew1se,‘consi- E
derations of fol lore, which are very important in The‘Portrait,jare.not
'pertlnent to th's study The Nose ' is not really a fantastlc tale in the

‘w

vexact sense in whlch the other stories are, prOJectlng a world wh1ch is

more llke the klnd of radlcally hybrld wor1d world found in some of 2

ThlS study, however, has Juxtaposed a varlety of tales

Kafka'a work ,

.Wthh can be broadly labelled as “fantast1c," in order to demonstrate
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the appllcatlon of a set of theoretlcal pr1nc1ples, and t\\expose commoni ,
'narrat1Ve qualltles which are genulnely 1n these storles e v
4*" r ) ! o ' . . ‘ *
e . : <
Flnally, further study could 1nvolve a comparlson between the

~ '3

’ nature of certaln Romantlc fantastlc tales and the narratlve structure

r
LU

of postmodern texts, On ‘the ba51s of the correlatlons Wthh have been

: establlshed in thls study.. The ontologlcal plurallty and he51tat10n

. - )
, ,of postmodern narratlve, as well as its stress on textuallty and meta-
"\ & . : .
flCthHallty, could be exposed as already central to the Romantlc

Y ".Q!" oY .
fantastic tale, 1n partlcular to:those of Hoffmann ElEéWlse, the ;
strategles of postmodern narratlve,‘seen in terms of‘the methods of .

s I

¢

»
narratlve world constructlon, are not unllke those of the fantastlc
genre In both cases, the p0551ble narratlve world structﬁres are

c L I

fundamentally compllcated by procedures of narratlve transmlssaon, ' .

Lo

whlch serve ‘not only to obstruct the reader S recovery of textual
, : L.
meanlng, but to relnforce a. sense oﬁ,dlssontlnulty between flctlonal

E ‘e, : ' . . C-
PP . . -

"reallty" and any actual world
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